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ABSTRACT
ROBERT CHRISTOPHER MILLER; A Pseudo-Panathenaic Amphora by the Nikoxenos
Painter
(Under the direction of Dr. Aileen Ajootian)

A pseudo-Panathenaic amphora in the University of Mississippi Museum poses
many interesting questions to the modem viewer. By whom was this vase made, where,
and for whom? This monograph is an attempt to shed light on these questions. A
sustained inquiry will be made concerning the artist, the Nikoxenos Painter, as well as the
iconography of the amphora. We shall consider the Panathenaic Festival ofAthens, the
prize amphorae that were awarded to victors in athletic competitions, and “pseudoPanathenaic amphorae,” those amphorae with the shape of a Panathenaic amphora but a
different iconography.
In the process of this examination, we shall also take into account the various
issues related to the ancient trade in vases, as well as the Nikoxenos Painter’s use of
Athena throughout his body of work. All 27 of the painter’s vases depicting the goddess
will be studied, and special attention will be paid to his series of pseudo-Panathenaic
amphorae. We shall look for patterns in the Nikoxenos Painter’s use of iconography, and
especially his depictions of Athena. Vases with a known provenance will be examined
first, followed by those lacking a known provenance.
Having surveyed the Nikoxenos Painter’s representations of Athena, we shall be
able to make some general statements about the place of the University of Mississippi

amphora in the artist’s corpus. Additionally, we shall be in a position to make a fuller
statement about the painter’s distinctive renderings ofAthena and to recognize consistent
patterns in his organization of figures and themes. Although it is very difficult to reach
absolute conclusions in the absence of much evidence about our amphora’s exact
provenance, many questions may be resolved, as we shall see.
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INTRODUCTION

A pseudo-Panathenaic amphora in the David M. Robinson Collection at the
University of Mississippi presents challenging questions about iconography and the
viewer (Figures 1-2)J I will begin to address these questions with a discussion of the
history of the vase, a basic overview of its iconography and condition, a description of
the artist, and finally an attempt to provide an explanation for the iconography of the
vase. I will show how the Panathenaic iconography was appropriated and altered to create
a new statement about Athena's role in Athens in relation to the citizen viewer. The side
of the vase with Athena's shield device visible will be referred to as “Side A,” and the
side with Athena holding her helmet as “Side B.”
In addition to an investigation of this particular vase, I will explore the use of
Athena in other vases by the Nikoxenos Painter, both with and without a provenance. The
object of this exercise is to try to gain an understanding of the Nikoxenos Painter’s
various ways of depicting Athena and how he inserts her into the iconographical system
of symbols and associations that make up the figural scenes of every vase. Vases with a
provenance will be examined first, and second those without a provenance will be
considered more briefly. An attempt will be made to classify the uses of Athena and to
understand whether the iconography of vessels varies by provenance.
Chapter I will examine the amphora from a formal perspective. I will provide a
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detailed description of the vase from top to bottom in order to highlight details for the
readers. In Chapter II, the Nikoxenos Painter will be discussed in great detail. Both the
Leagros Group, a major influence on his style, and his pupil, the Eucharides Painter, will
be examined. Chapter III will cover the provenance of the vessel and its journey from
Italy to the University of Mississippi Museum. Chapter IV will be a discussion of the
Panathenaic Games, Panathenaic amphorae, and pseudo-Panathenaic amphorae, such as
the vessel we are studying. In Chapter V, we will undertake a detailed study ofthe
iconography of the amphora, and attempt to understand, if possible, why the Nikoxenos
Painter chose to combine these specific elements of iconography. Finally, Chapter VI will
be an extended examination of the use ofAthena throughout the painter’s corpus.
Before turning to a formal description of the vase, however, let us start with a very
short overview of the type of vessel this is and who the artist was. A Panathenaic
amphora is a type of vessel for holding the sacred olive oil that was given out as a prize
to winners in the Panathenaic games at Athens, which will be discussed in more detail
later. They have a very strict iconographical scheme that varied little over the many
centuries during which the amphorae were produced. A pseudo-Panathenaic amphora is a
vase that has the distinct shape of a Panathenaic amphora, but its decoration is non
standard. The pseudo-Panathenaic amphora under consideration in this paper was painted
by the Nikoxenos Painter, an artist who worked ca. 550-500 B.C.E. in Athens. A fuller
description of his work and influences will follow in Chapter II.

2
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Figure 2
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CHAPTER I: LOOKING AT A PSEUDO-PANATHENAIC AMPHORA

Let us now consider a formal description of the vase. The amphora is red figure,
and the shape, as mentioned above, is frequently called “pseudo-Panathenaic.” This term
means that it has the shape of a Panathenaic amphora, but does not share in the standard
iconography. In its dimensions, it stands 43 cm. high and has a diameter at the top of 15.7
cm. Its greatest diameter is 27.9 cm. at the belly.
In terms of its general condition, our vase is chipped and cracked in many places.
In all places it appears the cracks were repaired with a fill, which has been painted over in
an attempt to make the vase look pristine. In some places the damage is quite extensive.
On Side B, approximately one third of Athena below the bottom horizontal line across
her chiton is repair work (Figure 2). It is likely that the repairs are nineteenth-century
work. Nineteenth-century repair work was frequently done to hide cracks and to disguise
flaws in the vase, in contrast to modem repairs that highlight any alterations (Dooijes
2007, 108). Looking at Athena’s chiton, we can see a discoloration where the new
material, most likely plaster, was inserted when the vessel was reassembled. The plaster
has been painted orange to match the color of the clay, and black lines have been painted
to mimic the likely contours of the ancient slip.
The foot of the vase is echinus shaped, the handles are vertical and cylindrical,
and the mouth is an inverted echinus. Beginning at the top, the lip is solid black, while
the neck is filled with a black figure palniette chain. Below the neck is a ridge,
4

highlighted in red, which customarily separates the neck from the shoulders in
Panathenaic amphorae. Framing the figural scenes above on both sides is a black figure
tongue pattern descending from the neck ridge. Framing the sides of the figural scenes is
a vertical checkerboard motif extending from the tongue pattern downward (Figure 3).
Below the figural scenes on either side is a lotus bud chain. Two puiple bands encircle the
vase below the lotus bud chain (Figure 4-5). Black rays extend upward from the base. On
the bottom of the vase is a graffito, w'hich appears to be a koppa combined with another
letter (Figure 6).

Let us turn now to Side A. Athena stands with her spear and feet planted on the
ground, looking over her shoulder to her right. Kalos (beautiful) is written to Athena's
right and Athenaia (she of Athens)to her left. Before her is an altar streaked with blood
In her left hand, she carries a shield with a black figure dog and the inscription
Nikoxsenos rumiing along its outer edge, which we shall discuss a little later. She wears a
chiton, sandals, a himation, and an Attic helmet. The Attic helmet is the usual choice
5

when Athena is depicted on Panathenaic vases, likely because it allows her face to be
seen and avoids what would be an awkward profile if a Corinthian helmet were pushed
up on her head. The choice of the chiton and himation is not unheard of, as the
Panathenaic Athena of this period, around 500 B.C.E., may wear the peplos or the chiton.
The Nikoxenos Painter appears to favor showing Athena in a chiton in his other works,
although he almost always depicts her wearing her aegis. Here, the aegis is either absent
or is hidden behind her shield and himation. This Athena also wears sandals, unlike the
Panathenaic Athena (Figure 4).
On Side B, Athena stands at rest. Her spear is leaning on her shoulder, and she
gazes intently at a Corinthian helmet which she holds over an altar. She wears a wreath,
possibly of olive. The altar itself has a flame burning on top, but is otherwise identical to
the altar shown on Side A,including the blood. To Athena's right, kalos is written very
faintly in purple. Roosters on columns flank Athena on both sides of the vase, which is
not an infrequent occurrence on pseudo-Panathenaic amphorae, but it is unknown for
them to be on both sides of an official prize amphora.

Figure 6
6

CHAPTER II: THE NIKOXENOS PAINTER

Let us now move on to a fuller description of the artist before discussing the
details of the iconography. The appellation “Nikoxenos Painter” was devised by Beazley
based on the Nikoxsenos inscription on this very vase, found on the shield ofAthena on
Side A (Beazley 1912, 232). The Nikoxenos Painter worked in Attica during the late
sixth and early fifth centuries B.C.E., during the transition from red figure to black figure,
and was influenced by the Leagros Group. Accordingly, his work includes both red and
black figure, of which the black figure is generally of a higher quality(Boardman 1993,
111). He painted primarily amphorae, pelikai, and hydriai of the kalpis shape(Boardman
1988, 113). 98 vases and fragments have been attributed to the Nikoxenos Painter.
Although no prize amphorae have been attributed to him, he did paint 6 known pseudoPanathenaic amphorae, and there are 3 fragments that may be part of pseudo-Panathenaic
amphorae.

Section 1: The Nikoxenos Painter and his Influences
The Nikoxenos Painter favored mythological scenes, especially the grouping of
Athena, Dionysos, Apollo, Herakles, and Hermes. Additionally, scenes of Mount
Olympos and gatherings of the gods are quite common in his corpus. 37 of his 98
fragments and vessels are painted in the black figure style, while the remaining 61 are
decorated in the red figure style. There is no appreciable difference in the iconography
7

between the two groups, although all of his known pseudo-Panathenaic amphorae are red
figure, and mythological scenes continue to dominate. The black figure vessels are
comprised of neck amphorae, which make up nearly three quarters ofthe total, hydriai,
and pelikai. The red figure vessels are more varied in type and distribution ofshape, and
include column kxaters, volute kraters, kalyx kraters, type A amphorae, amphorae of
Panathenaic shape, peilikai, stamnoi, hydriai, 1 pan, and 1 kylix.
Regarding the name of the Nikoxenos Painter, the Nikoxsenos inscription may be
a ""kalos name,” and this is how Beazley interpreted it (Beazley 1912, 232). A ''kalos
name” is a term for combination of the word kalos, meaning beautiful, with a name,
presumably of a youth, on a vessel. Kalos may occasionally appear without an associated
name as well. Kalos inscriptions are in reference to males, although there are also kale
inscriptions that reference females. Kalos inscriptions outnumber kale inscriptions by
about 20 to 1, however this may be due to factors influencing the survival of vases, rather
than an actual 20 to 1 preference for kalos over kale names in antiquity (Clark, Elston,
and Hart 2002, 100). A kalos name is often useful for dating a vase, especially when the
name appears in other sources or on the vessels of more than one workshop. 550-450
B.C.E. is most common range of dates for the appearance of kalos names, and after that
point their number dwindles significantly (Clark, Elston, and Hart 2002, 100). These
names are frequently ones that would be used by members of the upper class, and if they
do in fact reference youths, reflect the institutionalized homosexuality that

was common

in the education of the Athenian aristocracy (Clark, Elston, and Hart 2002, 100)
The kalos inscription on Side A ofthe amphora under consideration i
IS most likely
in reference to the Nikoxsenos inscription on the shield. The actual identity of the
8

Nikoxenos Painter is unknown. Like most ancient vase painters, there is no mention of
him in texts and there is no way to reconstruct his identity. In line with our limited
knowledge of him as a human being, he may at best be conceived of as a notional
construct devised by Beazley as an explanation for a common style of painting on a
group of vases. The life of the Nikoxenos Painter, such as we can trace it, may only be
viewed through the lens of who influenced him, whom he taught, and the overall context
of vase painting and Greek art at the time he was working.
Let us begin with the artists who influenced his work. The Nikoxenos Painter was
a member of the Leagros Group, a term used to describe a number of painters with a
similar style who painted vases in black figure. In origin, the name was devised by
Beazley based on a number of vases of the late Archaic Period bearing the kalos name
“Leagros”(Beazley 1986, 74). Although a great many of the vases with the “Leagros”
inscription are red figure, there are 6 black figure vessels carrying the name, of which 5
are hydriai. It is from these vessels, each painted with a rather similar style, that the term
“Leagros Group” has been derived. There are at least 631 vessels assigned to members of
the Leagros Group, based on Beazley’s ABVand Para, who worked approximately in the
last 3 decades of the sixth century B.C.E., ca. 525-500 B.C.E.(Beazley 1986, 74). Of
these, roughly half are neck amphorae and hydriai, and the remaining shapes include
other types of amphorae, lekythoi, kraters, and a small number of other vessels
(Boardman 1988, 120-122).
The most distinguishing feature of the work of the Leagros Group is the influence of
the new red figure style on their painting (Beazley 1986, 74-75). At the time the Leagros
Group was active, the Pioneer Group was developing the red figure style and exploring
9

the ways in which it could exceed the limits of black figure. Consisting ofthe painters
Euphronios, the 'Dikaios Painter', Phintias, Euthymides, Smikros, and Hypsias, the
Pioneer Group devoted much of its effort to refining the depiction ofthe human body
through the medium of vase painting(Boardman 1975,15), The desire for a more
naturalistic depiction of anatomy can perhaps be traced to trends in the sculpture of the
sixth century, which in both free standing and relief works had progressively focused on
highlighting details of musculature and executing more ambitious poses and
compositions(Boardman 1975, 15). A desire to accurately depict athletics seems to have
been the driving force behind the increased naturalism.
In their style of painting, the Leagros Group experimented with overlapping
figures, one of the major importations from the red figure style, but were more
conservative in other aspects of their work (Boardman 1988, 120-122). For example, the
use of color beyond black is quite limited, and the depiction of folds and patterns on
garments is scarcely to be found. One of the most exciting innovations, however, is the
incorporation of the red figure style’s new conception of space. Rather than the fully side
or frontal view that had dominated in black figure up to this time, often members of the
Leagros Group would show a foot from a top-down perspective or show figures twisting
their torsos(Beazley 1986, 76). The new use of torsion demonstrates that the body was
being considered as it actually appears from a particular perspective, rather than in terms
of all the parts the artist knew to exist.
The Leagros Group favored mythological scenes in its compositions, especially
scenes of Herakles and the Trojan War (Beazley 1986, 75). Herakles was closely
associated with Athena, who acted as his protector and helper during his labors, and there
10

are also many depictions of Athena accompanying Herakles as he enters Olympos upon
his Apotheosis. For example, part of a limestone pediment from the Athenian Acropolis,
perhaps from one of the small Peisistratid buildings dotting the Acropolis during the mid
sixth century B.C.E., shows Herakles between Athena and Hermes as he approaches Zeus
and Hera (Figure 7).‘ Peisistratos is also reported by Herodotos to have entered Athens on
a chariot dressed as Herakles alongside a woman named Phye dressed as Athena
(Flerodotus 1.60). Although it is dangerous to try to ascribe political meaning to scenes on
vases, it is has been argued, particularly by John Boardman, that the upsurge of interest in
depictions of Herakles in the latter half of the sixth century B.C.E. is due to the
identification of Peisistratos with Herakles (Cavalier 1995, web.; Boardman 1975, 1-12).

V',

Figure 7

^ Apotheosis of Herakles Pediment, ca. 575-550 B.C.E., Athens, Acropolis Museum.
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The Nikoxenos Painter had a pupil, the Eucharides Painter, whose style matches
his master’s closely, although there is some improvement in the draughtsmanship of his
red figure vases. The name “Eucharides Painter” was introduced by Beazley in an article
concerning a stamnos in Copenhagen (Figures 8-10; Beazley 1912, 217-233).^ Like the
55 ii

appellation “Nikoxenos Painter,

Eucharides Painter” is derived from the inscription

Eucharides halos appearing on the vase. Above the dog on Side A appears the word
Eucharides, and above the youth on Side A appears the word halos. On Side B,above the
woman on the viewer’s left, appears the word halos. This is the only occurrence of this
name in the corpus of the Eucharides Painter.
The name “Eucharides” appears only one other time in vase painting, on the
fragments of a stamnos attributed to the Copenhagen Painter."^ Side A of the Copenhagen
Painter’s stamnos shows Orestes killing Aigisthos, and Side B shows an unidentified man
bearing a staff between two women. Like the Nikoxenos Painter’s vase in the University
of Mississipi Museum, halos and the name are separated. In his seminal articles on these
vases, Beazley connected the two words, deciding they were halos names. The distance
between halos and the name it refers to may be a mark of style passed on from master to
pupil.

^ Eucharides Painter, Stamnos, ca. 500-450 B.C.E., Copenhagen, National Museum: CHRVII1484, ARV2\
229.35.
Copenhagen Painter, Stamnos Fragments, ca. 500-450 B.C.E., Paris, Musee du Louvre: CPI 1139, ARV2\
257.7.

12
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Figure 8

This image

Figure 10
There are, according to ABV,ARV2, and Para, at least 191 vases and fragments of
vases attributed to the Eucharides Painter. Like the Nikoxenos Painter, he favored
mythological scenes, although Athena appears on only 31 of them, a proportionately
smaller number. There are 9 official Panathenaic amphorae attributed to the Eucharides
painter, and 2 amphorae of Panathenaic shape. The latter amphorae will be discussed as
13

comparanda in Chapter IV, when the iconography of the pseudo-Panathenaic amphora by
the Nikoxenos Painter is examined in detail. In contrast, the Nikoxenos Painter is not
known to have painted any prize amphorae, yet painted at least 6 pseudo-Panathenaic
amphorae. Many of the Eucharides Painter’s vases were retrieved from Etruscan tombs in
Italy. He preferred to paint newer shapes such as neck amphorae, stamnoi, and column
kraters(Boardman 1975, 112). The similarity of his style to that of the Nikoxenos Painter
may especially be seen in the style of his ear lobes, noses, and chins, which are rather
exaggerated.

i
Section 2: Graffiti on the Nikoxenos Painter's Pseudo-Panathenaic Amphorae
and Black Figure Neck Amphorae
Before concluding this chapter, let us briefly consider the graffiti that commonly
appear on vases by the Nikoxenos Painter. Graffiti often appear on the underside of Greek
vases, and they are usually assumed to have a meaning related to commerce. It is quite
difficult sometimes, however, to distinguish between mercantile marks and owners’
marks(Johnston 1974, 139). Context is usually necessary to posit whether a letter refers
to a mercheint, a price, or the initial of an owner’s name.
The majority of Greek vases have been found in Etruria and Campania, with finds
coming from Greece proper being primarily smaller vessels, such as cups (Johnston 1974,
139). This provenance for most large vases supports the idea that many of the marks on
their undersides are associated with trade, as the majority of them are in the Greek script,
rather than the Etruscan (Johnston 1974, 139). If the marks are not related to trade, it
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would indicate an extremely large market in Etruria for used vases, an idea that seems
improbable when considering the relative ease with which new vases could be produced
and moved. An exception to this is the market for Panathenaic prize amphorae, which
was necessarily secondhand.
It does not appear to be possible to link graffiti directly to the name of any potter
or painter who signed his work, such as Lydos or Psiax, further supporting the theory that
the marks are related to trade, rather than makers’ marks (Johnston 1974, 142). Most
graffiti consist of monograms or two-letter abbreviations, and marks appear to be nearly
exclusive to specific workshops(Johnston 1974, 140-142). Batches of vases with the
same graffiti on their underside characterize much Attic material found in Etruria that
dates from 550 B.C.E. or later. Although it is always possible that common marks, such
as nu or kappa, were reused later, groups of vases with iconographical and stylistic
similarities can be almost certainly linked based on their marks (Johnston 1974, 144).
Thus, on the Nikoxenos Painter’s vases the graffito “EV: A: EV” appears on the
underside of almost all black figure neck amphorae, but does not recur on red figure
versions ofthe same shape (Johnston 1974,144). Ofthe Nikoxenos Painter’s 19 known
black figure neck amphorae, the inscription appears on all but one, and can be most
clearly seen on an amphora in the Mainz, Johannes Gutenberg Universitat Museum.^
Additionally, similar marks can be seen on the underside of at least 2 of his 6 pseudoPanathenaic amphorae: ARV2 221.9 in the Lourvre and ARV2 221.6, the vase in the
University of Mississippi Museum. The vessel in the Louvre displays and alpha and a
kappa, while our amphora displays a mark that may be a single kappa or a kappa ligature
'Nikoxenos Painter, Neck Amphora, Black Figure, 525-475 B.C.E., Mainz, Johannes Gutenberg
Universitat: 73, Para: 172.
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with another letter, perhaps an alpha (Figures 6, 11). A mark similar to the one on our
amphora appears on 8 other vases, although ours is unusual in that the mark is retrograde
(Johnston 2006, 96-97). The vessels by the same painter with similar marks may have
been produced in batches at roughly the same time and sold to the same merchant.
Graffiti were incised or painted on vases both before and after firing, indicating that
batches may have been ordered by merchants before firing or bought en masse after
production (Johnston 1974, 140-143). On the Nikoxenos Painter’s vases, including our
vase, the inscriptions were usually incised rather than painted.

Figure 11

The Nikoxenos Painter may be summed up as an innovative painter who
somewhat successfully managed the transition from the black figure to the red figure
style. Although the draughtsmanship of his vases suffered somewhat in the switch, he
painted scenes that were in line with the popular motifs of his day, and he incorporated
several of the new features introduced by the Pioneer Group into his work. He favored
mythological scenes, especially of Athena, who appears on 27 of his 98 known vessels,
Dionysos, who appears on 23 of his vessels, Hermes, who appears on 10 vessels,
Herakles, who appears on 9, and Apollo, who appears on 7.
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CHAPTER III: PROVENANCE - CAPUA, ST. PETERSBURG,AND OXFORD,MS

The amphora was found in Capua and later became part of the Stroganofif
Collection in Russia.^ A large number of Attic vases have been found in Capua, perhaps
most famously in the Brygos Tomb. Although Campania was largely settled by Greeks
centered around the city of Cumae, Capua is reported by Velleius Paterculus, writing ca.
19 B.C.E. to 31 C.E., in his Roman History to have been founded by Etruscans (Veil. Pat.
1.7). Capua may thus be assumed to have followed Etruscan tastes during the period when
this vase found its way there, ca. 500 B.C.E.
After its discovery in Capua, the vase remained in the Stroganoff Collection in St.
Petersburg, Russia for several decades. The Collection was begun in earnest by Count
Alexander Stroganoff in the mid-eighteenth century (Kuznetsov 2000, 32), but Sergei
Grigorivitch Stroganoff in the nineteenth century was in large part responsible for
assembling the classical antiquities which make up the collection (Korshunova 2000, 82).
In 1912, the vase appeared in a catalogue of the Stroganoff Collection published in Rome
(Munoz 1912, 56, pi. XXXIV). In 1931, following the Russian Revolution and the
confiscation of the Stroganoff Palace by the Russian government, a number of pieces
from the collection were auctioned off in Berlin (Korshunova 2000, 87). After this point
our vase made its way back to Rome, and was acquired by David M. Robinson.

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Oxford, Mississippi, University Museum1977.3.115,
221.6.
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Section 1: German Excavations in Capua in the Nineteenth Century

The German excavations at Capua carried out in the nineteenth century are likely
the source ot our vase. In order to gain an understanding of the character of the
excavations, let us consider two of the most important figures dealing in Capuan
antiquities at the time. Wolfgang Helbig (1839-1915) was one of the most important
personalities in the excavations in the second half of the nineteenth century (Moltesen
1987, passim). In 1865 Wolfgang Helbig was appointed Second Secretary at the Rome
Institute, giving him access to information about what was being exccavated and the
means to acquire antiquities for himself and buyers (Williams 1992, 96). At appoximately
the same that he was appointed to the Rome Institute, he married Nadina Schakowsky, a
Russian princess. Schakowsky provided Helbig access to the upper echelons of society,
especially to the Russian aristocracy, which may explain how the vase made its way into
the hands of the Stroganoff family.
During his tenure at Rome, Helbig became a very respected scholar, and his good
reputation lasted until the end of the twentieth century. Although our vase is genuine, in
order to shed light on Helbig's character and to understand the sort of work he was
willing to engage in, let us consider the so-called “Praeneste Fibula,” a forgery. In 1887
Helbig, along with the German philologist Ferdinand Dummler, presented a fibula to the
Deutsches Archaologisches Institut which become known as the ‘Traeneste Fibula.”
Written on this fibula was what was thought at the time to be the oldest surviving Latin
inscription, dated by its recovery with a group of objects showing strong orientalizing
features common to the early seventh century B.C.E.(Gordon 1975, 28). Helbig claimed
that the fibula was found in 1871 in a tomb in Praeneste, and that it had been given to him
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by an acquaintance (Gordon 1975, 2). Although the inscriptions on the fibula were
intially found to be convincing, there were no excavations underway in Praeneste in 1871
(Gordon 1975, 31-32). It appears that the fibula must have been either illegally acquired
or that it was a forgery. In 1900, George Karo, a student of Helbig's, claimed that the
fibula had been stolen from the Bemardini Tomb,situated near Praeneste, by the
excavation foreman and sold to Francesco Martinetti, a dealer in antiquities and jewelry,
and a friend of Helbig's(Gordon 1975, 34-35). This assertion was not the end ofthe story
however, as Giovanni Pinza, an anthropologist of ancient cultures, claimed in 1932 that
the Roman goldsmith Augusto Castellani had told him the fibula was a fake (Gordon
1975,35-36).
Despite this, interest in the fibula and general belief in its authenticity continued
until the 1980s, with new support being regularly published, especially from a
philological point of view(Hamp 1981, 151-153). In 1980, however, Margherita
Guarducci published a study proving conclusively that the fibula was a forgery, by
showing that in addition to the strength of the gold, the surface showed a lack of the wear
that commonly occurs on objects which have been buried for extensive periods oftime,
and the inscriptions showed signs of having been treated with acid both before and after
their incision (Guarducci 1980, 486-509). Whether the idea for the forgery originated
with Helbig or Martinetti, the fibula is just one example of a number of forgeries which
passed through both of their hands. Helbig, in his capacity as a procurer for foreign
collectors, often acted as a middleman for the sale of antiquities, and the story of the
fibula illustrates his willingness to sell objects without investigating their origins.
Helbig's time as a procurer in Italy came to an end in 1887, the same year the fibula was
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presented to the Deutsches Archaologisches Institut. After being promoted to First
Secretary, he was asked to resign, and spent the rest his life in retirement(Moltesen 1987,
1-5).
Alessandro Castellani (1823-1883) was another character involved in the sale of
Greek vases from Capua in the late nineteenth century. Castellani was the son of a
jeweler, and after a stint of involvement in political activities which resulted in his
imprisonment at the order of Pope Pius IX, he opened a jewelry dealership in Paris,
making frequent trips to London and making the acquaintance of the Keeper of Greek
and Roman Antiquties at the British Museum, Charles Newton (Williams 1992, 619).
During his time in Paris, he published A Memoir ofthe Jewelry ofthe Ancients and
Antique Jewelry and its Revival, two important works in the birth of the nineteenth
century antique revivalist style ofjewelry (Castellani 1860; Castellani 1862; Munn 1984,
23-37).
In 1862, Castellani uprooted himself and moved to Naples, where he established
another jewelery dealership and also began to conduct his own excavations at Santa
Maria di Capua, where he acquired a large collection of vases and other antiquities
(Williams 1992, 619). These antiquities, which included a very large selection of vases
ranging across a great period of time, were catalogued in 1866, and include a large
number of vases from Capua (Witte 1866, passim). Castellani sold many vases to the
British Museum between 1865 and 1873, of which approximately half had their origin in
Capua, and letters between Castellani and Newton indicate that he considered himself in
competition with Helbig for the British Museum’s business in antiquities (Williams 1992,
619).
20

Castellani also sold the so-called “Petinelli Sarcophagus” to the British Museum
in 1873 (Williams 1992, 621). The authenticity of the piece was in doubt by 1874, due to
the inscription on the lid being copied from one on a gold brooch housed at the Louvre in
Paris (Jones 1990, 30). Castellani purchased the sarcophagus from Pietro Pennelli, who
claimed that he had excavated the object at Ceveteri, but soon Pietro's brother, Enrico,
began claiming that they had created the object themselves(Jones 1990, 30). Enrico, who
had experience as a restorer in the Louvre, where he would have had exposure to
Etruscan artifacts, claimed that the brothers had modeled the sarcophagus, fired it in
pieces, and then broken it up and buried it(Williams 1992, 621). The nudity of the male
figure and the garments of the female figure do not have any parallels in Etruscan
sarcophagi, further damaging the credibility of the sarcophagus(Jones 1990, 31). The
piece, however, remained on display in the British Museum until 1936(Williams 1992,
621). Castellani maintained his innocence in the affair, and Newton, the Keeper of
Antiquities, stood by him, but Castellani's complicity in the matter is certainly
conceivable.
Although we do not know if Castellani or Helbig had a role in the excavation or
sale of the University of Mississippi Museum amphora, the short descriptions of their
misdeeds above may help to shed some light on the history of the vase. Problems in
establishing a provenance for vases excavated during the nineteenth century are due to
actions like those described. The repeated sale of vases, and the need to acquire them
before they were claimed by another excavator, created an environment hostile to careful
documentation.
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Section 2: Capua ca. 500 B.C.E.
As mentioned above, Capua was founded by Etruscans, although most of
Campania was settled by Greeks by ca. 500 B.C.E. The settlement of Greeks around
Capua is significant because it makes the circumstances ofthe importation ofthe
amphora less clear. Depending on whether the vase was imported for Greeks or
Etruscans, the market it was intended to appeal to will have been different, if indeed it
was intended to appeal to a foreign rather than domestic Athenian market.
Less is known about Etruscan colonization of Campania and southern Italy than
about the settlement of northern Italy, but Etruscan archaeological remains have been
uncovered at Capua, Nola, Suessula, Stabiae, Pompeii, Herculaneum, Vico Equense,
Vietri, Fratte di Salerno Pontecagnano, and Eboli (Haynes 2000, 197). Capua has no
legends about Etruscan kings in the same vein as Rome's, but Etruscan presence by the
seventh century B.C.E. in Campania is attested in literary sources and it continued until at
least 400 B.C.E.(Frederiksen 1984,117-123). Archaeological evidence from Iron Age
cemeteries in Capua pushes the Etruscan presence in the area back to the latter ninth
century B.C.E.(Haynes 2000,198).
Heurgon speculates, based on evidence from Silius Italicus’ Punica, written

ca.

103-84 B.C.E., that Capuan tradition held that the city was founded by Telephos, son of
Herakles, after being suckled by a deer(Heurgon 1942, 324-326). Silius himself claimed
in the Punica that the city was founded by Capys, who tamed a deer rather than being
suckled by it (Silius Italicus XI.30, 179-180, 297). Capys is also named as the founder of
Capua in Virgil’s Aeneid: “Capys: hinc nomen Campanae ducitur urbi,' or, “Capys: from
him the name is the given to the Campanian city” (Virgil AeneidXA45). This Capys was
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perhaps the father of Anchises, and so an ancestor of Aeneas and the kings of Rome. The
deer remained a symbol of Capua for quite some time, and Heurgon speculates that,
whether the deer was actually a symbol of the Etruscan city or not, its use in Roman
sources was intended to highlight both the opposition of the cities and their shared Trojan
ancestry (Heurgon 1942, 321-326).
By about 730 B.C.E., Greeks had colonized Pithecusae, off the coast of Naples,
and fuller settlement of southern Italy, including Campania, followed (Frederiksen and
Purcell 1984, 57). Afterward, in the seventh century, Capua was founded on a regular city
plan (Haynes 2000, 198). The subsequent history of the city is primarily told through the
medium of Greek and Roman historians writing at a much later date.
The Etruscan element in Campania was not able to suppress the Greek population
of the area. In 524 B.C.E. Aristodemos of Cumae (550-490 B.C.E.) defeated a coalition
of local Italic tribes being led by the Etruscans of Capua(Dionysius of Halicarnassus
VII.3.1-VII.11.12). The Etruscan monarchy is reported to have taken control of Rome in
616 B.C.E. with the beginning of the reign of Tarquinius Priscus, but the Tarquins were
driven out by 509 B.C.E.(Ridgway 1979, 232). In 506 B.C.E. Aristodemos of Cumae
defeated the Etruscan armies sent by Lars Porsena, king of Clusium (Livy Ab Urbe
Condita II.9-IL 14). Lars Porsena had been attempting to reinstate Tarquinius Superbus,
former king of Rome, and when he was defeated he diverted his forces to attack the Latin
city of Aricia. Aricia requested aid from Cumae, which came in the form of Aristodemos.
Soon after his victory, he made himself tyrant of Cumae, causing many members of the
Greek aristocracy of the city to flee to Capua. Aristodemos was killed in 485-484 B.C.E.
in an uprising by the people of Cumae, led by exiled nobles with the help of Capuan
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aristocrats. Plutarch recounts the uprising in Cumae and the role of the girl Xenocrite in it
in his De Mulierum Firtutibus (Plutarch Moralia III.19.26).
In the latter half of the fifth century B.C.E., the Samnites gained control over
much of Campania, including Capua(Ridgway 1979, 306). Samnite immigrants had been
slowly moving into the Greek and Etruscan cities of Campania for many years, and
Capua was at last taken by them in the 420s B.C.E., when its aristocrats were killed and
their wives and belongings confiscated by the victors (Haynes 2000, 199). Etruscan
inscriptions in Campania ceased to be made after the mid-fifth century B.C.E., except at
Pontecagnano, where they continued until the late fourth century B.C.E.(Haynes 2000,
199).
The relevance of the provenance of our amphora in Capua is quite important, due
to the questions it raises about the intended market of the vase. Ofthe approximately
30,000 surviving Greek vases, a large percentage ofthem have their origin in Etruria
(Osborn 2001,277). The reason for this is that the Etruscans favored chamber tombs
during the sixth and fifth centuries B.C.E., depositing huge quantities of Greek vases with
their deceased (Osborne 2001, 280).
The influence of Etruscan tastes on potters and painters in mainland Greece can
be attested by the adoption of some Etruscan vase shapes and motifs. The stamnos is one
of the clearest examples of the influence on shapes. The form of the stamnos is itself
Etruscan, and of surviving stamnoi 73% are from Etruria and 18% are from Campania,
indicating the shape was especially popular in its place of origin (Osborne 2001, 278). So
called “Tyrrehenian amphorae,” most likely made in Attica, have a distinct shape and
frequently depict scenes featuring explicit sex and violence, less common motifs in pots
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made for the Athenian market, although certainly not unknown (Osborne 2001, 278).
Further shapes and styles of pottery that appeared first in Etruscan settled areas and then
in Attica are; the carinated kantharos, made in Etruria 650 onward and Attica 580
onward; the Nikosthenic amphora, made in Etruria 575 onward and Attica 530 onward;
the small kyathos, made in Etruria 650 onward and Attica 530 onward; and the tall
kyathos, made in Etruria 550 onward and Attica 510 onward (Spivey and Stoddart 1990,
95).
In terms of iconographical influence, it is much more difficult to establish sure
links. One of the few Attic workshops that almost without doubt was influenced by
Etruscan tastes is the Perizoma Group, working ca. 550-500 B.C.E. This workshop
produced paintings of athletes wearing loincloths, like those in the frescoes ofthe Tomba
delle Olimpiadi at Tarquinia of ca. 530 B.C.E. The Perizoma Group also produced scenes
of symposia in which well-dressed women reclined with male drinkers, and scenes of
armed funeral dances (Osborne 2001, 278). All of these are motifs that would almost
certainly not have appeared in
i vases aimed at an Athenian buyer.
Etruscan mythological figures are not commonly depicted, even in Etruscan art.
The only occasions when it is expected to find an Etruscan deity depicted are tombs, in
which Charun, Phersu, and Vanth appear(Osborne 2001, 288-290). We may interpret the
consumption of Greek mythological images as the assimilation of a readymade source of
iconography that could fill a gap in local artistic development. There are a few scenes
from myth that are represented exclusively on Greek pots found in Etruscan settled areas,
with no examples from Greece, including: Achilles and Penthesileia, Achilles dragging
Hector (there is 1 example from Delos, all others are from outside Greece), and Hector
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dueling Achilles (Osborne 2001, 282-283). The sole occurrence of these scenes on vases
from Etruria cannot, however, be used as evidence that they had no appeal at all in
Greece. Because it is primarily large pots deposited in tombs that survive from Etruscan
areas, as opposed to smaller vessels from Greece, we can only conclude that the
Etruscans picked scenes that appealed to them based on what was available from Greek
vase painters and appropriate for tombs(Osborne 2001, 190). The sole example ofthe
Perizoma Group is not enough to support a firm theory that Etruscan demand had a
strong influence on the iconography of Greek vases traded to Etruria.
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CHAPTER IV: PANATHENAIC GAMES - PANATHENAIC AND PSEUDOPANATHENAIC VESSELS

First, let us consider what a Panathenaic amphora is, how it relates to the
Panathenaic Games, and what its standard iconography is. The origins of the Panathenaic
Games are still an object of scholarly debate, but the worship of Athena is attested in
Athens in the first literary reference to the city, which occurs in the Iliad. Homer states
that there was a wealthy temple to Athena and a yearly sacrifice of rams and bulls to
Erechtheus(Homer Iliad 11.549-551). The Games, as they come down to us through
literary and archaeological testimony, were established or reorganized in 566 B.C.E.
during the archonship of Hippokleides (Marcellinus Life ofThucydides 3). It

was

probably Peisistratus, the tyrant of Athens, who reorganized the Panathenaic Festival, of
which the Games were a part, as one aspect of his broad program of cultural and civic
projects (Pinny 1988, 446).
Every third year of the Olympiad the Greater Panathenaia would be held between
the 23^^ and 30^*' of Hekatombaion, the first month of the Athenian year, which fell in our
month of July. The most important day ofthe festival was the 28^'' of Hekatombaion
(Neils 1992, 14). This day was traditionally thought of as Athena's birthday, although
there is an alternate theory that the date ofthe Greater Panathenaia was the celebration of
Athena's victory in the Gigantomachy (Pinney 1988,472).
The Games were initially divided into two age categories, boys and adults.
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although a separate categor}^ tor youths was added in the course of the fifth century (Frel
1973, 4). Prizes would be awarded on the eighth day of the Festival (Neils 1992, 15). It
was in the athletic and horse racing competitions that victors received the Panathenaic
amphorae filled with sacred olive oil, whose shape the vase under consideration mimics
(Neils 1992, 29). Only the victor and first runner up in any given contest would win a
prize, and the victor received a much larger one (Frel 1973, 5). The event that awarded
the greatest number of prize amphorae was the chariot race for adult horses, with a prize
of 140 amphorae (Neils and Tracy 2003, 29).
In his Athenian Constitution, Aristotle records the process of the extraction and
storage of the olive oil from the morioi, the sacred trees:
The archons elect ten men by lot as athlothetai, who administer the procession of
the Panathenaic Festival and contests in music, athletics, horse racing, have the
Gown made, together with the council have the Panathenaic amphorae made and
distribute the olive oil to the victors. The oil is procured from the holy trees and
the archon collects it from the owners of the groves and he passes it onto the
treasurers at the Akropolis... the treasurers keep it there but dole it out to the
athlothetai for the victors. The prizes are: music- silver, cash, gold crowns,
euandria - shields, athletics and horse race - olive oil. {AiisXoWq Athenian
Constitution 329-325)
We can see from this description that the extraction and storage of the olive oil was a
well-controlled process, and that the treasurers kept a very close guard over it. Also, the
olive oil was only for victors in athletics and horse racing; it was not a prize for any other
category. It should also be noted that, unlike at the games at Olympia, Isthmia, Nemea,
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and Delphi, the prize at the Panathenaic Games had monetary value(Young 2004, 72).
Panathenaic amphorae were produced on a vast scale, and it has been estimated
that approximately 1,400 were made by Athenian potters every four years in preparation
for the Games, of which about 1% survive (Neils and Tracy 2003, 29). These amphorae
have a narrow foot, wide belly, and tall lip. A description of the iconography will follow
shortly. When Alcibiades' property was confiscated by the Athenian state in 415/14
B.C.E., almost one hundred Panathenaic amphorae were seized, selling for between 2.4
and 3.7 obols each, demonstrating that the used amphorae had some monetary value even
in Athens where they were abundant (Frel 1973, 6).
Returning to the provenance of our vase, the use of Panathenaic and pseudoPanathenaic amphorae in Etruscan and southern Italian tombs could indicate either that
the occupants of the tombs visited Athens themselves or that the amphorae arrived via a
secondary market (Neils 1992, 49). Their use as tomb decorations, along with the fact
that many show signs of ancient repair, indicates their high value even when the sacred
oil was depleted (Robinson 1950, 59-64). The use of the prize amphorae in funerary
contexts was widespread, with finds in Cyrenaica, Egypt, Syria, Asia Minor, Chalkidike,
and Crimea (Frel 1973, 7). Even in Attica, prize amphorae were used from the beginning
for a funerary purpose, as evidenced by the find spot of the Burgon Amphora,the oldest
known prize amphora, in an Athenian cemetery (Neils 2001, 130). Etruscans favored
scenes of athletic competitions, and the association of the Panathenaic amphorae with
athletics could be one reason for their presence in Etruscan tombs(Osborne 2001,278).
Black figure was favored for pseudo-Panathenaic amphorae when the iconography was
specifically mimicking that of the official prize amphorae, such as the pseudo29

Panathenaic amphorae that ditTer from official amphorae only in their lack of an
inscription. Neils. Oakley, and Shapiro have compiled a list of all known red figure
pseudo-Panathenaic amphorae, of which there are 94 (Neils, Oakley, and Shapiro 2001,
199-202).
fhe standard iconography of the Panathenaic amphora can be illustrated by the
so-called Burgon Amphora of ca. 560 B.C.E., now in the British Museum (Figures 1213).’ Black figure continued to be used on all Panathenaic amphorae, long after it had
fallen out of style for other types of vessels. Side A of a typical early Panathenaic
amphora shows Athena striding to her right, brandishing a spear, and holding her shield
so that the device faces toward the viewer. She wears a peplos, and she is usually without
sandals. Her skin is often painted white. She wears an Attic helmet, the crest of which
invariably extends into the tongue pattern above, and she wears the aegis over her back.

This image is un
publication.
*

Figure 12

Figure 13

^ Burgon Group, Panathenaic Amphora, Black Figure, London, British Museum; B130, ABV\ 89.1,
30

with curling snakes extending from the edges. The words ton Athenethen athlon,"one of
the prizes from Athens," appear in a \ ertical line on her right. In the latter sixth century,
the inscription shitted to the left. Beginning with a vase attributed to Exekias of ca. 540
B.C.E., Doric columns w ithout bases, surmounted by roosters, appear on either side of
8

Athena (Figures 14-15).
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Figure 15

Athena’s appearance on Panathe„aic amphorae has

an archaic character, and varies

very little until the latter part of the fifth century. A succinct description of the changes
Panathenaic Athena undergoes is

by Brandt, who writes:

... the thick-set Athena with cap-helmet and curling aegis-snakes dominated into the
540’s; on her helmet the first clearly defined cheek-guards appeared in the 530’s and
may have been an “invention” of Exekias or a painter in his circle. In the same decade
Athena acquired a slimmer look, her rear heel was lifted from the ground, and the
snake-aegis began to intertwine , features that from c.

530 were to remain canonical.

In the last 30 years of the century the vase-painters furthermore equipped Athena with
8

Exekias, Panathenaic Amphora, Black Figure, Karlsruhe, Badisches Landesmuseum. 65.45, Para\
61.8BIS.
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an Attic helmet with L-shaped cheek-guards, and they showed an obvious interest in
portraying the folds of her peplos. For a short period around the turn of the century
she exchanged her peplos for a chiton.(Brandt 1978, 2)
From this description of the alterations to Athena given above, we can see that vase
painters were rather conservative about making major alterations. Only later, as the vases
themselves became taller and thinner, did Athena undergo major change (Brandt 1978, 2).
On Side B an athletic contest is usually shown, although on later amphorae
musical contests are also depicted. For the subsidiary decoration, the foot is black, and
black figure rays extend upward from it. The figural scenes on both sides are enclosed by
black glaze, which covers the rest of the vessel up to the neck. Above the figural scenes, a
tongue pattern extends downward from the neck. On the neck, which is separated from
the shoulder by a thin raised line, is a chain of palmettes and/or lotus buds.
Pseudo-Panathenaic amphorae, also referred to as amphorae of Panathenaic
shape,” maintain the shape of the Panathenaic amphora, but they differ in their
iconography. The manufacture of pseudo-Panathenaic amphorae dates to the last third of
the sixth century B.C.E., and at least 195 known vases or fragments of vases exist. There
is tremendous variation in the decorative schemes of the amphorae, although the earliest
were identical to Panathenaic amphorae in size and iconography, with the exception of
lacking the inscription ton Athenethen athlon, one of the prizes from Athens (Frel 1973,
14). In addition, there are vases. both inscribed and uninscribed, sharing the Panathenaic
iconography, but are smaller than a standard Panathenaic amphora; there are vessels that
have subjects completely unrelated to the Panathenaic iconography; and there are vessels
that have variations on the Panathenaic iconography, such as our amphora by the
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Nikoxcnos Painter (Frel 1973. 14).
Let us consider the miniature pseudo-Panathenaic amphorae more closely. The
Bulas Group, working in the early fourth century B.C.E., produced at least 47 of these out
of their total known output of62 vases. An amphora in the Metropolitan Museum in New
York will serve as an example of the standard appearance of these vessels (Figures 1617).‘^ This amphora, only 8.3 cm in height in contrast to the 43 cm of the University of
Mississippi Museum amphora, displays Panathenaic Athena on Side A, showing the
numerous changes her pose had gone through over the course ot the latter fifth and fourth
I

centuries B.C.E., but without columns. Side B shows a youth, presumably an athlete,
seated on a rock. Both sides of the vessel display schematized images, and there is no
attempt to display much detail. Even the palmette on the neck, painted in red figure, is

I

done in a perfunctory fashion.
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Figure 17

^ Bulas Group, Amphora of Panathenaic Shape, Black Figure, ca. 400-300 B.C.E., New Yoik, Metropolitan
Musuem: 41.162.53, ABV: 661.3.
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The adoption ot the Panathenaic shape was very widespread, and the examples
appear across the Aegean and North Africa. In Ephesos, pseudo-Panathenaic amphorae
with the standard Panathenaic iconography were produced using local clay. These
amphorae were probably made by Athenian immigrants, Bakchios and Kittos, who are
recorded to have been made citizens of Ephesos in the early fourth century B.C.E.(Frel
1973, 22). Bakchios’ sons signed their names to official prize amphorae produced in
Athens for the year 375/374 B.C.E.(Frel 1973, 22). From the end of the fourth century
B.C.E. onward, “agonistic amphorae,” having the Panathenaic shape but with exclusively
athletic subjects, were produced in Asia Minor, Alexandria, Egypt, and the area bordering
the Black Sea in what is today Russia. These amphorae were probably made for the
celebration of local games, and were perhaps produced by Athenian immigrants (Frel
1973, 22). Similarly, on Rhodes, from ca. 350 B.C.E., amphorae ofPanathenaic shape
depicting Helios on Side A in place of Athena, and an athletic scene on Side B, were
produced (Frel 1973, 22).
In southern Italy, including Campania, Apulia, and Lucania, a very great number
of pseudo-Panathenaic amphorae were produced which mirror the tall, slender shape of
the fourth century B.C.E. Athenian amphorae. These comprise about 45% of the 195
known amphorae of Panathenaic shape, according to the Beazley Archive, and their
iconography is extremely variable. As an example, let us consider a red figure Apulian
10

amphora of the fourth century B.C.E., now in the Villa Giulia in Rome (Figures 18-19).
Side A shows a man and a woman, both carrying thyrsoi, on either side of a naiskos, or
small temple, in which a woman is seated. The seated woman holds a box, a wreath, and
Unattributed, Amphora of Panathenaic Shape, Red Figure, ca. 400-300 B.C.E., Rome, Villa Giulia:
15609.

F’
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a ball. Side B shows a woman with a wreath and grapes, and a youth with a thyrsos
standing beside a stele, on top of which is a cup. Obviously, the artist felt no need to
maintain any link to the Panathenaic iconography, and the shape had become divorced
rom Its prc\ ious context.
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Figure 19
Figure 18
over
Panathenaic amphorae underwent many iconographical and physical changes
the centuries of their production, and both official prize amphorae and pseudoPanathenaic amphorae spread quite widely around the Mediterranean. The prize
amphorae continued to be used in Athens until very late, 86 B.C.E., and showed an
amazing resistance to change, maintaining their black figure style until the end. The
pseudo-Panathenaic amphorae however, were, from the beginning, malleable in their
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iconography. The link to athletics is the most likely reason for the spread of this shape
and its popularity for many varieties of images. By the end of its lifespan, outside of
Athens, the shape had become divorced from its original context as an athletic prize, and
scenes with no relation to Athena or to competition were commonly painted on them.
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CHAPTER V: THE ICONOGRAPHY OF THE UNIVERSITY OF MISSISSIPPI
MUSEUM AMPHORA

Turning to the iconography of Side A of our amphora, let us first examine the
meaning of the rooster on the column (Figure 20). On this vase, the columns appear to be
Aeolic, although they may represent a simplified form of Ionic (Betancourt 1977,
passim). The rooster on top of the column is likely there because of the connotations of
its name. The Greek word for rooster is alektruon, which means “defender.” The name of
the rooster may simply be a reference both to Athena as a fighting deity and to the
competitive nature of the games. A more nuanced theory has been put forward, however,
that the roosters are a reference to Zeus, who is often seen giving a rooster to Ganymede
in vase paintings, a common motif to indicate the interest of an older man in a youth

I

(Neils 1992, 37). Zeus Polieus and Athena Polias were both worshiped on the Acropolis

;i

as city gods, and is not a stretch to imagine that the Athenians would try to incorporate
Athena's father into the iconography of the prize amphorae(Simon 1980,182).
Athena's shield device is a dog, which is not an animal that has any wellestablished links with her (Figure 21). There is one other example ofAthena appearing
with a dog in vase painting, on a hydria by the Eucharides Painter, pupil of the Nikoxenos
Painter, now in the Antikensammlungen in Munich (Figure 22). On this hydria, what
appears to be a statue of the Panathenaic Athena is shown on a base, with spectators on
either side. At her feet, a dog gnaws on what is perhaps bone or a plant sprig. In total, G.

Eucharides Painter, Hydria, Black Figure, Munich, Staatliche Antikensammlungen und Glyptothek: J475,
ABV: 397.33.
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H. Chase identifies 62 shield de\ iees gi\ en to Athena in vase painting, of whieh only 2,
the gorgoncion and the owl. seem especially appropriate to her (Chase 1979, 26). 2 more.
the thunderbolt and the eagle, refer to her descent from Zeus. The remaining 58 shield
devices must ha\'c some other significance. One possibility is that the shield devices
referred to workshops or indi\ idual artists who were commissioned to make Panathenaic
and pseudo-Panathenaie amphorae.
\
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In the late sixth century, the workshop of the Michigan Painter consistently used
an owl on a twig as a shield device. Later painters, such as the Berlin Painter and the
Kleophrades Painter, were also consistent in their use of shield devices (Neils 1992, 48).
The Nikoxenos Painter uses a wide variety of shield devices on his vase paintings,
including: a dog, Pegasus, bukrania, tripods, a chariot box, ivy, snakes, a leg, and others.
This vase is the only one on which he depicted a dog as a shield device, although dogs
appear on a total of6 vases by his hand.
Turning to the inscriptions. Athernia, which appears above the altar, is a form of
the name “Athena.” A drawing of the amphora makes the inscriptions much easier to see
(Figure 23). It appears in the Iliad and other Archaic texts, and may be translated “she of
Athens. This name is frequently used in vase painting, especially ofthe Archaic
Period. To Athena’s right, the word halos appears, which has been discussed above in
Chapter II. Around the edges of her shield is the word Nikoxsenos, an appellation that has
been used to name the painter of the vessel, and that is most likely a halos name, as we
have seen. As such, the halos and the Nihoxsenos inscriptions are to be interpreted as a
linked pair, while the Athenaia inscription is separate, included to identify the goddess.
As mentioned in Chapter I, Athena wears a chiton, himation, and an Attic helmet,
The chiton was used instead ofthe peplos on depictions of Panathenaic Athena for a short
period around 500 B.C.E., which may be the reason the Nikoxenos Painter has chosen
that garment here (Brandt 1978, 2). The sandals indicate this is not Panathenaic Athena,
as that Athena lacks footwear, however,the Nikoxenos Painter usually did use sandals on
his figures, painted in black relief lines, and this may be considered an element of his
style (Beazley 1912, 244).
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The other major item to consider on Side A is the altar which sits to Athena's left
(Figure 24). The altar has Ionic volutes at the ends of its crown molding, and an egg
motif with inner black dots runs horizontally across the middle of the altar. Three vertical
bloodstains in added purple run
The Master of

THE NiKOXENOS VASE.
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down the side. This style of
altar with barriers on top was
common in both the late
Archaic and Classical Periods,

1

and the volute was frequently

I
used as a way of containing or

1(1

I

I

channeling the offering placed

V

I

on the altar (Yavis 1949, 160-

hr

I

161). The altar is unlit, unlike
the lit altar which appears on
Side B.

Figs. 3> 4

—Figures of Athena from a Vase in st.^^Petersburg,
Stroganoi'f Collection
(after Klein, ZiM. p, 121).
Fig. 3 (J), Fig. 4 {B).
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A few questions must be asked about Side B (Figure 25). Why does Athena hold a
Corinthian helmet and is she about to sacrifice, or has she already sacrificed? Or is she
interacting with the altar in some other way? It is not unusual to see a non-Panathenaic
Athena wearing a Corinthian helmet, and the most obvious explanation for this feature of
Side B is that the full face-guard of the Corinthian helmet provides a better
counterbalance to her gaze than would an Attic helmet. On another pseudo-Panathenaic
amphora by the Nikoxenos Painter, now in the Boston Museum of Fine Arts, Athena
holds an Attic helmet in front of her as she strides to the right (Figure 26).'^ Because she
is not looking into the helmet there, there is no need for it to be Corinthian. Kunisch
provides a list all known instances of Athena holding her helmet on vases that had been
catalogued by 1974 (Kunisch 1976, passim). There does not seem to be a single thread
running through the occurrences of this motif, so we must rely on context to understand
Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Boston, Museum of Fine Arts; 95.19,
ARV2-. 220.5,
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the image. It is not uncommon for gods to be shown performing libations or other
religious rituals in vase painting, and a possible explanation for this image is that Athena
is showing her followers the cult activities they should perform.
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Figure 26

As for why Athena is holding the helmet over a flame, it seems that she has
disarmed in order to offer a sacrifice or otherwise interact with the altar. As Greeks never
offered their own arms as dedications after a battle, she is not about to offer the helmet.
Instead, the presence of the helmet reminds the viewer of her wai'rior nature and also the
fact that it is not on her head reinforces that she is engaged in a peaceful activity.
The Nikoxenos Painter depicted a series of scenes of gods standing before altars.
One vase, in the Louvre, shows Athena, with her aegis visible, leaning over a burning
altar holding a flower on Side A. She wears an Attic helmet and holds her spear in her left
42

hand, its blunt end on the ground. An inscription, Athen, comes from her mouth. On Side
B a woman standing before a bloody altar holds a spray of smilax (Figures 27-30).'^ She
wears a fillet and has her himation partially pulled over her head. The inscription axiaodi
comes from her mouth. W'e can see the Nikoxenos Painter's fondness for depicting
sandals on both figures, and the altars on Sides A and B are identical to the altar on the
University of Mississippi amphora. Both sides of the Louvre amphora show a plant being
offered at an altar, as Athena and the woman mirror each other’s actions.
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Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Paris, Louvre: G6\, ARV2-. 220.10.
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On another pseudo-Panathenaic amphora, also at the Louvre, Athena holds her
hand over an altar on Side A. She wears an Attic helmet and her aegis is visible. On Side
B a possible priest prepares to offer a libation with a phiale while looking back over his
14

right shoulder, and he wears a wreath, possibly of laurel (Figures 31-32).

The altars are

once again identical to those on our amphora in the University of Mississippi Museum.
Inscriptions are visible on both sides of the vase (Figure 33).

14

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Paris, Louvre; G60, ARV2\ 221.9.
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Figure 33

Another example, now part of a private collection in Zurich, shows Hermes
making a libation at an altar between two columns with roosters, on both Side A and Side
B (Figure 34).'^ Hermes, like Athena, was associated with ephebes and the initiation,
protection, and maturation of male youths (Johnston 2003, 174-175). A fourth pseudoPanathenaic amphora by the Nikoxenos Painter is in the Boston Museum of Fine Arts and
depicts Athena on both sides, as the vessel mentioned above shows Hermes on both sides

15

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Zurich, Private: XXXX0.2055, ARV2\
221.8B1S.
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(Figures 35-36).

On Side A, Alliena stands between two columns with roosters and

holds a shield with the deviee of an ivy wreath. She carries her spear in the same hand as
her shield. In her right hand, she holds an Attic helmet with a high crest in front of her.
Athena wears a chiton and hiination, and her aegis is not visible. There is an inscription
around the outer edges of her shield that reads kale nike (victory is beautiful). Side B is
virtually identical except that Athena's shield device is Pegasos and the inscription
around the outer edges of shield reads kale pithon (Pithon is beautiful). The use of
inseriptions along the outer edges of the shields recalls the placement of the Nikoxsenos
inscription on our vase.
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Figure 34

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, Boston, Museum of Fine Arts: 95.19,
ARV2: 220.5.
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Let us study one final pseudo-Panathenaic amphora by the Nikoxenos Painter in
the Berlin Antikennsamlung (Figure 37).’’ Side A shows Athena playing a kithara, as she
stands before an altar with a flame. On either side of her are Ionic columns with roosters.
She wears a chiton and liimation, which flow back behind her indicating that she is in
movement. Athena wears an Attic helmet but otherwise carries no arms. Side B depicts a
man with a kithara, but there is no altar or columns. Athena playing the kithara is a rather
rare motif, but the connection of Athena to music is not entirely unprecedented.
According to Pindar, she invented the Aulos to imitate the cries of Euryale, one of the
17

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, ca. 550-500 B.C.E., Berlin,
Antikensammlung: F2161, ARV2\ 221.7.
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gorgon sisters (Pindar Pythian Ode XII.18-21). We may compare Athena's appearance
here to her aspect on a h\ dria the Nikoxenos Painter decorated, to be discussed in more
detail later. I hcse \ ases show that although he altered her clothing, he maintained a strict
interpretation of her teaturcs (Figure 38). The goddess is thus easily identifiable despite
her variable poses, dress, and occasionally unusual attributes, such as the kithara.

<3

●
I

●V

F"CD
CO

A- ■

>

/

<
o
■V

" A

X
X

4- y
/

5/

vD
K)

"D

♦ A’

■<

riir. “Kikoxenos Master”: i. .Vmrik'ra oe rAXATiiENUc Shape in Bekun.
I'liiEKE OK Athena i kom a IIvhria is tiik IIkitish Mhsetm (see Pinto .\(X).

Figure 37

Figure 38

All of these vessels are pseudo-Panathenaic amphorae painted by the Nikoxenos
Painter, and it seems clear from these and similar scenes he painted on other vase shapes
that he produced several scenes with various personages making sacrifices at altars.
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Perhaps this was an appealing subjecl to buyers, especially when painted on a shape
connected to the Panathenaic I-esti\ al, at which the people themselves would have taken
part in a sacrifice.
Before ending this chapter let us also examine the 2 pseudo-Panathenaic
amphorae painted by the Eucharides Painter, the pupil of the Nikoxenos Painter. The first
1 Q

of these was found at Vulci. and is now in a private collection (Figures 39-40). Side A
shows a bearded, draped man with a staff holding 2 sprigs of pinax, looking toward them.
He wears a wreath, perhaps of laurel. Side B shows another bearded draped man with a
staff, also holding pinax. but 3 sprigs this time, and he looks away from the pinax, over
his right shoulder. Me wears a fillet, perhaps of laurel.

Figure 39

Figure 40

18

Eucharides Painter, Amphora of Pseudo-Panathenaic Shape, Red Figure, ca. 550-500 B.C.E., Private
Collection, ARV2\ 226.7.
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rhc second pscudo-Panathenaic amphora by the Eucharides Painter, now in the
Louvre in Paris, is quite similar (Figures 41-42).'*^ Side A of the vase shows a bearded,
draped man holding a pig in his right hand and a stall'in his left hand. He wears a \sTeath,
●ith a staff and wTeath. He holds
perhaps ot laurel. Side B shows a bearded, draped man w_.
his left hand, palm up. in front of him. As we can see, the composition of the Eucharides
Painter’s pseudo-Panathenaic amphorae is very similar to that ot his master, the
Nikoxenos Painter, fhere are single figures in each side of the vase, and it is quite
common to sec some type of sacrifice or other cult activity being enacted.
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Figure 41
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Eucharides Painter, Amphora of Pseudo-Panathenaic Shape, Red Figure, Paris, Louvre; G221, ARV2:
227.8.
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Returning to the University of Mississippi Museum amphora, the two sides of our
vase are unlikely to be completely unrelated, as their similarity invites the viewer to
compare them. The relationship between Side A and Side B may be temporal. On Side A,
Athena appears to be preparing to sacrifice. The flame on the altar is still unlit, although
it is stained with the blood of previous sacrifices. Athena still wears her helmet and has
not yet put her spear to rest on her shoulder. On Side B,Athena has either offered her
sacrifice or is in the process of doing so. She contemplates her helmet, perhaps a sign that
she is thankful for a victory, which would tie in well with Finney’s theory that the
Panathenaic Festival is in honor of her victory in the Gigantomachy.
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CHAP TER VI: ATHENA IN THE NIKOXENOS PAINTER’S CORPUS

In this section, vve shall examine the role Athena plays in the numerous vessels on
which the Nikoxenos Painter depicts her, as well as the some of the major themes
suggested by these depictions, such as the comparison of the activities ofthe gods with
those of mortals. The purpose of this inquiry is twofold: first, to see if Athena’s activities
on the vases vary by provenance; second, to examine in greater detail how the Nikoxenos
Painter depicts Athena. These vessels will first be discussed according to their
provenance, if it is known, and afterward those without a known provenance will be
examined. 27 of the 98 known vessels or fragments of vessels by the Nikoxenos Painter
depict Athena. Of the 14 vessels with a known provenance,9 were found in Etruna, 2
were found in Campania, 2 in Calabria, and 1 on the Acropolis at Athens.

Section 1: Vasesfrom Etruria
Regarding the vessels from Etruria,6 are from Vulci, 2 are from Tarquinia, and 1
is from Cerveteri.^® All are black figure except for 2 from Vulci, a hydria and an amphora.
1 of these red figure vessels, now in the British Museum, depicts scene of Achilles and
Ajax playing a game, with Athena standing between them, holding an Attic helmet

20

\w\z\-ARV2: 221.19, ARV2: 22Q.\,ABV: 375.206,/I5E 392.5, ABV: 392.9, ABV: 392.10.
Tarquinia-/IBK 392.3, ABV: 392.11.
Cerveteri-/iBK- 393.14.
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(Figures 43-44).“' The subsidiary decoration on the shoulder depicts a youth mounting a
three-horse chariot; two \ ouths with scepters look on, one on either side.
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Figure 43
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Nikoxenos Painter, Hydria, Red Figure, ca. 525-475 B.C.E., London, British Museum: E160, ARV2\
222.19.
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The motif of Achilles and Ajax playing a board game is thought to have been
depicted first by hixekias on a black figure amphora, now in the Museo Gregoriano
Etrusco Vaticano in the Vatican CiU’(I'igure 45)" This motif appears on Athenian vases
at least 150 times in the half-century after it was first depicted by Exekias, ca. 550-500
B.C.E., although it does not have an obvious literary reterent(Boardman 1978, 19).
Sometimes. Athena appears between Achilles and Ajax, perhaps to call them to battle or
otherwise to draw their attention back to the war. On many vessels with this scene,
fighting is also taking place adjaeent to Achilles and Ajax or in the subsidiary' decoration
(Boardman 1978, 19). Schefold conjectures that a statue group showing Athena, Achilles,
and Ajax existed on the Acropolis in the latter half of the sixth century' on the basis of
evidence from vase paintings (Schefold 30-33). The existence of such a sculpture groups
demonstrates the hold the scene held on the Athenian imagination, although the sculpture
may have been created after the tableau had already achieved popularity, as an oral story
or otherwise.
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Figure 45
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Exekias, Amphora Type A, Black Figure, ca. 575-525 B.C.E., Vatican City, Museo Gregoriano Etrusco
Vaticano: 16757, ABV\ 672.3.
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The red figure h>dria by the Nikoxenos Painter from Vulci fits the motifof
Athena standing between Ajax and Achilles described above. What game Achilles and
Ajax are playing is not apparent from the depiction on this vessel, and there are no
inscriptions. A comparison to the vase by Exekias in the Museo Gregoriano Etrusco
Vaticano shows that the hand gestures are very similar, suggesting the same game is
being played. The Exekias vase has the inscriptions tesara (four) and tria (three) coming
from the mouths of Achilles and Ajax respectively, who are named by additional
inscriptions. The two men are depicted similarly on both vases, especially in respect to
the positioning of their bodies, Achilles’ right leg and right arm are toward the table, and
likewise Ajax’s lefr leg and right arm; the spears they carry; and the arrangement of arms,
a Corinthian helmet atop a shield, behind Ajax. The correspondence ofthe two scenes
leads one to the conclusion that Achilles and Ajax share the same positions on both vases.
On the Nikoxenos Painter’s hydria, Athena stands in front ofthe low table or box
on which Achilles and Ajax play their game. Her appearance on this vessel is unusual for
the artist. The aegis is sharply emphasized here, although in the vast majority of his
depictions of Athena the Nikoxenos Painter either partially or wholly covers the aegis.
Even the style of the aegis is unusual, as it appears to be composed of distinct scales with
dots in the center and comes to a termination of volutes followed by one more layer of
undotted scales. The closest parallel to this aegis from the corpus ofthe Nikoxenos
Painter is an amphora in the Munich Antikensammlungen also from Vulci, which will be
the next vessel under consideration (Figures 46-47). On that vase, Athena’s torso is
frontal, allowing the viewer to see about a third of her aegis, which is composed of scales
without dots, and terminates in volutes.
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Returning to the red figure hydria in the British Museum (Figures 43-44), what is
also unusual in Athena’s depiction on this vessel is the columnar peplos she wears, in
contrast to the Nikoxenos Painter’s usual preference for a chiton and himation. A
comparison with vessels by other painters indicates Athena’s appearance on the hydria is
standard for instances of this scene. Woodford catalogued 138 vessels and fragments with
the scene of Achilles and Ajax playing a game, of which at least 72 depict Athena
(Woodford 1982, 181-184). Of all the vessels with Athena, 25 of those depict the warriors
bareheaded, as on the hydria under consideration (Woodford 1982, 175).
Besides the presence of Athena, one major compositional difference between the
Nikoxenos Painter’s hydria and the amphora by Exekias is the helmet resting on a shield
behind Achilles on the hydria. On Exekias’ vase, Achilles wears his helmet, and behind
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him is a Boeotian shield depicting the face of a frontal Dionysos with a leopard beneath.
Achilles’ helmet

on the hydria is double-crested, and such helmets are frequently used to

denote military rank, appearing both on Achilles and in other contexts. One example of
the appearance of a double-crested helmet not on Achilles is on an unattributed hydria in
the Louvre,

contemporary with the Nikoxenos Painter, that shows a panoply consisting of

a thorax, sword, Boeotian shield, and double-crested Corinthian helmet with a four
23

legged animal resembling a dog on the cheekguard (Figure 48).
The meaning of the motif of Achilles and Ajax playing dice is debated. There are
number of plausible interpretations, of which three have substantial numbers of
supporters (Carpenter 1991, 200). The first of these is that Achilles and Ajax are
performing a divination in order to learn the outcome of the coming battle. Athena’s role
in this interpretation would be to tell the players what will happen during the struggle,
presumably with her gestures(Nuno 2006, 15-32). A second interpretation links the

scene

to a passage from Herodotos, in which he describes Peisistratos’ return to Athens in 546
B.C.E. The game played by Achilles and Ajax would thus be a reference to the dicing and
general unpreparedness of the Athenians on the eve ofthe tjrant’s return (Hdt. I. 62-63,
Boardman 1978, 24). Presumably, Achilles’ and Ajax’s game would be a comforting
reminder that even heroes take time for leisure, and Athena’s role here would be to call
them back to readiness so that they might not suffer a defeat like the Athenians. The third
interpretation is that the scene is merely a depiction of an everyday activity, as even
during the legendary Trojan War the fighters could not have been engaged in battle every

Unattributed, Hydria, Red Figure, ca. 500-450 B.C.E., Paris, Musee du Louvre: 0179.
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second (Woodu ai d 1982, I 7S-1 79)..Achilles and Ajax are nsed lo show wha. life would
have been like in ihe camp w hen batlle had temporarily abated.

The second red figure vessel from Etruria is an amphora now in the Munich
Antikensammlungen (Figures 49-50).'** Side A of this vessel depicts a scene of Olympos.
Zeus and Hera are seated on a throne, while under him are two miniature wrestlers, who
appear to be part of the throne. Iris approaches Zeus with an oinochoe and a phiale.
Athena stands with her spear resting on her left shoulder, speaking to Poseidon, who is
seated holding a fish and a spear. Hermes stands behind Poseidon, gesturing toward
Athena. On Side B are Hermes, Dionysos, Apollo, and a group of women; the gods and
one of the women hold musical instruments. Hermes thus appears twice on this amphora,
meaning there are two distinct scenes, rather than one continuous scene wi-apping around
the whole vase. We should also refer back to the pseudo-Panathenaic amphora, ARV2
Nikoxenos Painter, Amphora Type A, Red Figure, ca. 525-475 B.C.E., Munich, Antikensammlungen:
J405,/(/?K2: 220.1 .
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221.7, showing Athena pUn ing the kilhara. to conjecture that the kithara player on
Munich amphora below may be Athena. Up to the end of the Archaic Period, scenes of
the gods assembled on Mount Olympos are invariably associated with the Apotheosis of
Heraklcs. making this \ essel an exception to the rule. Shapiro, however, offers the
suggestion that 1 lermes. toward whom .Athena turns, has just arrived to offer news of
Herakles (Shapiro 1989. 138).

This image is u vfloiir

Figure 50
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Black Figure J asesfrom Etruria

I la\ ing considered ihe 2 rod llgurc \ csscls from Etruria, let us move on to the
black figure \'ases. fhe black figure vessels from Etruria fall into two broad eategories.
First, there arc scenes of Athena paired with Dionysos, Hermes, Herakles, or Apollo,
occurring on 3 \ csscls. Second, there are vessels depicting Athena in battle or helping a
warrior to prepare for battle, occurring on 4 vessels. On one vase, located in the
Schlossmuscum at Gotha, a scene of Dionysos and a scene of Athena fighting the giants
appear on the same amphora, fhis vase will be classified under the vessels showing
Athena in battle, because Athena and Dionysos appear on different sides ot the amphora
(Figures 51-52).“’'
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copyright. Not for publication.

Figure 52
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Nikoxenos Painter, Neck Amphora, Black Figure, ca 550-500 B.C.E., Gotha, Schlossmuseum; 32, ABV\
392.3.
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Athena with Dionysos, Hermes, Herakles, or Apollo

Of the scenes of Athena with Dionysos, the first we shall examine is an amphora
located in the Munich Antikensammlungen (Figures 53-54).^^ Side A ofthis vase depicts
Dionysos and Ariadne, enclosed on both sides by satyrs playing the kithara; they stand in
front of a goat. Side B shows Athena standing in front of a cow. She holds her spear at an
angle, with tip pointed forward, and looks over her right shoulder toward Dionysos and
Ariadne, who stand behind her. Standing in front of Athena are Hermes and an
unidentified goddess.
Dionysos was an extremely popular god in Athens during the late sixth and early
fifth centuries, with some of his most commonly used epithets being Eleutherios, in
Limnais (in the Marshes), Lenaios, Melanaigis, and Theoinos. The second most important
festival in Attica after the Panathenaic Festival was the Dionysia, which actually
consisted of two separate celebrations held during different months. The City Dionysia
was held during the month of Elaphebolion, a month named in honor ofArtemis
Elaphebolios (Artemis the deer shooter)(Parke 1977,125-136). This festival was
probably introduced to Athens during the tyranny of Peisistratos, ca. 560-525 B.C.E.
(Hurwit 1999, 117). The Rural Dionysia, held during the month of Poseidonion,
approximately our December, consisted of a procession of men carrying representations
of phalluses and cakes, as well as an image of the god to represent his arrival in Greece.
Singing and revelry were important parts of the celebration (Parke 1977,100-103).

26

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Munich, Antikensammlungen:
i391,ABV: 392.5.
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Figure 54

A very similar scene occurs on an amphora in the British Museum, also by the
Nikoxenos Painter (Figures 55-56).“’ Side A ol'this vessel depicts the Judgment of Paris.
Hera, Athena, and Aphrodite follow Hermes, and a goat and a deer walk at their feet. Side
B shows Athena looking over her right shoulder toward Apollo, who stands behind her.
She holds her spear diagonally, with the spear pointing forward. In front of her, Hermes
walks forward. At Athena’s feet is a cow.
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Figure 55
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Figure 56
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Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., London, British Museunr B238
ABV: 392.9.
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The third scene of Dionysos with Athena from Etruria is on a pelike from
CciA'cteri, now in the Museo Civico Archeologico in Bologna (Figures 57-58)."^ Side A
of this vessel shows Athena and 1 lerakles seated on either side of Dionysos, who holds a
kantharos. At 1 lerakles' feet is a panther. Side B depicts a white-robed youth playing a
kithara. On either side of him draped men are seated, holding stalTs. There seems to be an
implicit comparison of the activities of the gods and of mortals, as we saw on the pseudoPanathcnaic amphorae in Chapter V, which is suggested by the pairing of two such
similar scenes on one vessel.
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Figure 58

Considering the three vessels together brings forward some striking similarities.
First, two of these are neck amphorae, ABV 392.5 and ABV 392.9, both of which were

28

Nikoxenos Painter, Pelike, Black Figure, ca. 550-500 B.C.E., Bologna, Museo Civico Archeologico;
\A3\,ABV: 393.14.
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found at Vulci. These two vessels have the almost identical scenes. Athena is in the
middle of a procession of gods, with Hermes and Dionysos or Apollo. She is shown with
a eow at her feet, looking over her left shoulder toward Dionysos or Apollo, who stand
behind her. Dionysos consistently carries the kantharos, and vines seem to spring from
him to wrap around the scene. Hermes carries his caduceus and his other traditional
attributes. Apollo carries his kithara. The gods are depicted on these vessels as they are on
almost all the other vessels in the Nikoxenos Painter’s oeuvre. The only differences
between these scenes on the amphorae are the substitution of Dionysos for Apollo on the
vessel shown in Figures 55-56./lBI/392.9. and the inclusion ofthe other two goddesses,
There are

many important iconographical elementsjoined together on

392.5

and ABV 392.9. The significance ofthe substitution of Dionysos for Apollo may have
religious import, along with the inclusion ofthe two goddesses, who serve a dual
purpose. They maintain the symmetry ofthe composition, and they also serve to illustrate
the virginal status of Athena because they are paired with males while she stands alone.
The fact that cows rather than bulls are shown on both vases emphasizes their smtability
for sacrifice, as cows were favored over bulls(Brommer 1977,215). A comparison may
also be made to the Ionic frieze ofthe Parthenon. The north side ofthe frieze shows four
cows
cows and four sheep being led to sacrifice, while the south side shows at least nine
(van Straten 1995, 17).
On Side B ofthe vessel shown in Figures 55-56, ABV 392.9, Ariadne is almost
identical to Side A’s Athena. Their himatia hang in a very similar manner, and their right
arms are both bare. On Side A,Ariadne’s arm is covered by her himation, as are the arms
of the other women on the two vessels. The goat at Ariadne’s feet on Side B is very
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similar in dimensions and form to the cow at Athena’s feet on Side A, with the only
difference being in the depiction of the head. Goats were commonly associated with
Dionysos, and an Apulian vessel now in Naples illustrates this well, showing a woman
about to sacrifice a goat to Dionysos over a blazing altar.^^ This similarity is an indication
of the extensive use of schematic scenes throughout theNikoxenos Painter’s oeuvre,
being modified only slightly with the addition of satyrs or other details, as on this vessel.
The animals at the feet of Athena and Hermes on Side A of

392.9 also bear

consideration (Figure 55). Hermes is associated with goats, especially through his son
Pan, the half-goat god of shepherds, and among the animals commonly sacrificed to
Hermes were young goats (Athen. 1.16). The deer at Athena’s feet is unusual in this
context, but is commonly shown on scenes of Herakles and the Ceryneian hind. In order
to illustrate this, let us look at two vessels by different painters. A black figure neck
amphora by the Acheloos Painter, now in the Toledo Museum of Art, shows Athena,
Herakles, and the Ceryneian Hind (Figure 59).^^ An even more direct analogue to the
Nikoxenos Painter’s vase may be seen on a neck amphora by the Priam Painter, also in
the Toledo Museum of Art (Figure 60).^* On Side A of this vessel, Athena is shown
between Apollo and Hermes with a deer at her feet. Votive statues of deer were left at
Athena’s shrines at Patrae and Tegea in the Peloponnese, perhaps linked to her role in the
Ceryneian hind story (Rouse 1902, 298).

Naples, National Archaeological Museum: 2411 (see van Straten 1995 pg.
HI).
Acheloos Painter, Neck Amphora, Black Figure, ca. 525-475 B.C.E., Toledo, Ohio,To e o
Art: 1959.69A, Para: 168.2BIS.
Priam Painter, Neck Amphora, Black Figure, ca. 525-475 B.C.E., Toledo, Ohio,Toledo Museum o
29.48, Para: 146.15BIS.
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Ixl us now turn our attention back to ABV 393A4, Figures 57-58, which depicts
Athena and Herakles seated on either side of Dionysos. What is immediately striking
about the vessel is the juxtaposition of two extremely similar scenes - the gods seated on
either side of a central figure on one side and mortals seated on either side of a central
figure on the other side. Side A, the side depicting the gods, shows Dionysos facing
Athena, holding his kantharos toward her. To the right of Dionysos

sits Herakles, with a

panther at his feet. Herakles holds his club, a common identifying attribute, and looks
down toward the panther at his feet. Athena and Herakles are both seated on stools and
face Dionysos. Vines extend from Dionysos in all directions and pass behind the other
two gods.
Panthers, such as the one at Herakles’ feet, are associated with Dionysos, because
of the similarity of their fierce and unpredictable nature with the maenads, female
attendants of Dionysos (Otto 1965, 112). Panthers frequently appear in depictions of
Dionysos, sometimes at his feet and sometimes as

skin which he wears, similar to the
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lionskin cloak of I Icrakles. The panther in this scene serves to link the participants
together. Herakles interacts with the panther of Dionysos, bringing to mind his own
association with large cals, and the vines also create a physical link between the gods.
At the lime this pelike was painted the assignation of attributes to Herakles and
other gods had recently become more standardized (Mackay 1995,290). By at least the
middle of the sixth century, the attributes identitying Herakles- lionskin, club,
chitoniskos, quiver - had been added to the repertoire of the vase painter. The presence of
attributes in paintings at limes when they would not be appropriate in reality, such as the
club Herakles wields on Side A of 5K 393.14, reinforce the god’s identity for the
viewer, and remind him of the sort of hero Herakles is. Similarly with Athena,the
presence of her helmet at a time when she is sitting with two other gods indicates her
status as a warrior. As a parallel, Athena retains her arms on Side B ofthe University
Mississippi Museum amphora, Figure 2, though she has removed her helmet and laid her
spear to rest on her shoulder.
As Dionysos extends the kantharos toward Athena, she puts out her left hand
toward it and her right hand toward Dionysos' legs. She glances downward, her vision in
a line with her right arm. The offering of the kantharos to Athena provides a symbolic
balance with the panther at the feet of Herakles. Dionysos is thus linked to both of the
other participants in the scene through the medium of his attributes. The association of
Athena with wine and the kantharos is paralleled in scenes of her pouring wine from an
oinochoe into a kantharos held by Herakles. An example of this scene may be seen on a
vase attributed to the Deepdene Painter, now in the Los Angeles County Museum
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(Figures 61 -62).

Side .\ of anipliora shows ihe atbromenlioned scene of Athena pouring

wine for 1 lerakles, and iliere is a parallel scene on Side B of a maenad pouring wine into
Dionysos' kantharos. Bea/le\ compiled a list of the many vases showing this scene of
Athena pouring w ine for 1 lerakles (Beazley 1961, passim). The link between the scene on
the amphora b\- the Deepdene Painter and the scene on Nikoxenos Painter's vase is that
Athena is linked w ith w ine. or the reception of w ine, and the kantharos in both cases. It is
not clear whether Athena is being offered w ine in the scene in Figure 57, or if Dionysos is
merely extending the kantharos in her direction, but the connection is clear.
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32

Deepdene Painter, Amphora Type A, Red Figure, ca. 500-450 B.C.E., Los Angeles Countv M
50.8.21,
500.28.
^ ‘viuseum:
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Turning now lo Side B of.

393.14 (Figure 58), let us now consider the kithara

player and the link lo the activity on Side A. The kithara player is standing on a podium,
and it appears that he is being judged by the two draped men sitting to either side of him.
When judges are depicted in \ ase painting, they frequently carry staffs, as can be seen on
Panalhenaic amphorae on the side showing the athletic or musical contest. In a musical
contest, the contestant is most frequently shown on a podium, illustrating that this person
is the object of the judges' scrutiny. This arrangement probably reflects the way musical
competitions were actually conducted (Shapiro 1993, 92-107). The musical competition
is so similar to scenes that appear on Panalhenaic amphorae that it seems the Nikoxenos
Painter must have borrowed the scene for use on this vase. We may also compare the
kithara player on this vase to the one on ARV2 221.7, Figure 37, the pseudo-Panathenaic
amphora by the Nikoxenos Painter showing Athena playing the kithara on Side A.
Perhaps both are thematically linked lo the musical competitions held during the
Panalhenaic Festival, the pelike showing the actual competition and the amphora showing
the goddess to which it was dedicated. The addition of Herakles on Side A of the pelike is
what is somewhat unusual for the Nikoxenos Painter, but even so, Athena and Herakles
were frequently depicted together on vases by his contemporaries.
In all three of these vessels showing Athena with Dionysos or Apollo, the
Nikoxenos Painter showed Athena interacting on an equal basis with male deities,
reflecting her status as a goddess of war and crafts, and her important role in Athens. The
Nikoxenos Painter made a special effort to include scenes of Athena, Dionysos, and
Hermes together. These three gods were especially popular in Athens, as has been
mentioned above, which may have influenced the decision to include all ofthem together
69

I

so often on his vases. .Athena, I lennes, Apollo, Dionysos, and Herakles are all children of
Zeus. The frequency with which they are depicted together may indicate that the
Nikoxenos Painter wished to emphasize the relationship.

Athena in Warlike Scenes
Let us turn now to the black figure vessels from Etruria which show Athena
engaged in warlike acti\ ity. The first vase to be considered is a neck amphora now in the
Museo Gregoriano Etrusco Vaticano in the Vatican City, which was found at Vulci
(Figures 62-63).^^ Side A of this vessel depicts two warriors donning their armor. They
are both putting on greaves and wear headgear, but are otherwise naked. Athena stands
between the two warriors carrying two spears in her left hand. She wears a himation
which covers most of her body, although the columnar lower half of her peplos is visible
just above her feet. Her aegis is not visible. In her right hand she is holding a round shield
very low toward the ground, so that it covers her knees and the right leg of one ofthe
arming warriors. The shield has the device of a single bent leg. Athena wears a highcrested Corinthian helmet pushed back on her head. In front ofAthena, beyond one ofthe
warriors, is an old man. His body is turned to his left, but he twists around to look at
Athena. His right hand holds a staff, and he points with two of the fingers of his left hand
toward Athena.

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Vatican City, Museo Gregoriano
Etrusco Vaticano: 396, ABV\ 375.206.
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Figure 62

Figure 63

Side B ot the vase shows another arming scene. Here there are three warriors
along with Athena. Athena stands to the viewer's right. She is draped in a long himation,
similar to the one of Side A. The bottom of her peplos is visible above her feet. She holds
a round shield displaying thi-ee white circles. In front of her, Athena holds out a highcrested Corinthian helmet at which she gazes. Facing Athena is a warrior wearing a fillet
putting on a greave. At his right foot sits another greave as well as a corselet. Behind this
man stand two warriors, one overlapping the other, appearing in lockstep. The warrior in
the foreground looks back toward Athena. He wears a high-crested Corinthian helmet,
and he earries a shield depicting the front half of a panther. Part of a scabbard is visible
71

poking out from behind the shield. Behind this man stands another armed warrior whose
head and body are mostly hidden by the warrior in the foreground. Two spears extend
from these warriors to cross in front of the man who is arming himself. The multiple
layers of overlapping on Side B are an example of the influence of the Pioneer Group’s
innovative exploration of space.
The fact that the warriors are arming themselves in the presence of Athena
indicates that this is a heroic scene. Although the vessel has no inscriptions, we may be
reasonably confident that a mythological scene is being referenced, perhaps the Trojan
War. Athena is often depicted helping or observing warriors as they arm (Matheson 1995,
270). A good parallel for this type of scene in the work of a contemporary ofthe
Nikoxenos Painter is on a neck eimphora by the Antimenes Painter, now in the Musei
Capitolini in Rome (Figures 64-65).^"^ Side A of that amphora shows Athena gesturing
toward a man putting on greaves. At his feet is a Corinthian helmet. To the man's left is
an older man carrying a sword. Side B shows Herakles fighting Triton while an old man,
perhaps Nereus, looks on. Herakles fought Nereus during the course

of his twelfth labor.

and this scene is not infrequent in vase painting (Glynn 1981, 121-132). The
juxtaposition of the obviously mythological scene on this vase

with the scene ofAthena

.
I

and the arming warriors on the other side lends credence to the idea that the arming

1

warriors represent a mythological scene.

34 Antimenes Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Rome, Musei Capitolini: 88,
ABV: 270.66.
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The neck amphora by the Nikoxenos Painter,

375.206, Figures 63-64, recalls

similar depictions on other vases. Athena holding her Corinthian helmet in front of her
and gazing at it on Side B, Figure 64, recalls a similar scene on Side B of ARV2 221.6,
Figure 2, the Nikoxenos Painter’s University of Mississippi Museum amphora, showing
Athena standing before an altar, gazing into her helmet. The use of a panther as a shield
device recalls the panther at the feet of Herakles on Side AofT^F393.14 (Figure 57).
Let us turn now to the second black figure vase from Etruria depicting Athena in a
warlike scene. This amphora, currently in the Gotha Schlossmuseum, has its provenance
35

in Tarquinia (Figures 51-52).
common

The bottom of the vessel has the EV:A:EV graffito

to nearly all black figure neck amphorae by the Nikoxenos Painter. Side A of

this vessel depicts the Gigantomachy. Athena approaches from the viewer's left toward
35

^392^3

Pointer, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Gotha, Schlossmuseum; 2,2, ABV\
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two giants. She wears an Attic helmet with a high crest, her aegis is plainly visible, and
' I

she wears a chiton and himation. She carries a spear in her right hand, which is pointed at
a giant who kneels in front of her, facing away. This giant wears a Corinthian helmet and
a corslet. He is armed with a spear, which is pointed away from Athena, and a shield. A
second giant advances toward Athena. He wears a Corinthian helmet pushed up on his
head, and a corslet, as well as a himation. He carries a shield in his left hand bearing the
device of a drinking horn. In his right hand he holds up a spear which is pointed at
Athena. A tree grows between Athena and the giants, whose branches resemble vines.
Side B of the amphora shows Dionysos and Ariadne standing between satyrs and
panthers, who move toward the viewer's right. Ariadne and Dionysos stand overlapping.
Ariadne is in the foreground and Dionysos is in the background. Ariadne wears a peplos
and a himation. Her left arm is extended in front of her, and her right arm is bent in front
of her chest, with the hand made into

fist. Dionysos, barely visible behind Ariadne,
at

holds forth a kantharos. To the couple's left, a satyr plays a kithara, and a panther sits
his feet with it left front paw held up. To the couple's right, two overlaping satyrs also
play kitharai. A panther advances at their feet. Vines spring from behind Dionysos and
spread around all the participants in the scene.
Let us turn now to the third black figure vessel from Etruria showing Athena in a
warlike scene. This black figure amphora in the Munich Antikensammlung was found at
36

Vulci (Figures 66-67). The graffito EV:A:EV appears on the bottom, with two
additional dashes on the other side of the bottom. Side A of this vessel shows Perseus
fleeing from the dead Medusa, who falls between him and Athena. Athena is advancing
36

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Munich, Antikensammlung: 1546,
ABV: 392.10.
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toward the \ iew er's right. She is wearing a chiton and the aegis, but has no helmet. She
holds a spear in her right hand and a sickle in her left hand. Medusa is decapitated and
blood pours I'rom her neck. She wears a chitoniskos and winged boots, identical to those

■

of Perseus. She hersell' is also winged. To the right of Medusa is Perseus, who runs away
from her. I le w ears the winged petasos, whieh is often seen on Perseus and Hemies.
Perseus wears a chitoniskos and winged boots. His left arm is bent in front of him, and
from it dangles the kibisis, or sack, which presumably contains the head of Medusa. In his
right hand, Perseus holds an object that appears to be a sword or a stick. A tree grows
between Athena and Medusa, and its branches wrap around the scene

Figure 66

Figure 67

Side B of this amphora shows the Iliouspersis, as Aeneas carries Anchises away
from Troy. On the viewer's left is a woman fleeing in the opposite direction of Aeneas.
She is dressed in a chiton and himation. She looks back at a male child who runs toward
the right, and reaches her left arm back toward him. The child is behind her and Aeneas'
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feet, showing three levels of overlapping. In front ofthe child is Aeneas, advancing
toward the right. He wears a high-crested Corinthian helmet and carries two spears in his
left hand. With his right hand he holds Anchises on his back. Anchises is shown with a
balding crown, and a white beard and locks which fall over his shoulder. He carries a
staff in his left hand. In front of Aeneas is another male child. To the right ofthe child is a
woman advancing to the right who wears a chiton and himation. She looks back toward
the child and reaches with her left hand over his head. Between the woman on the left and
Aeneas grows a tree whose branches extend across the scene. This vase carries the only
depiction of the Ilioupersis in the Nikoxenos Painter’s corpus.
The Ilioupersis was not, however, an uncommon scene in vase painting at this
time. During the tyranny of Hipparchos, the son of Peisistratos, rhapsodes were limited to
performing to Homer, yet scenes that do not occur in the Iliad or the Odyssey,such as the
Ilioupersis, are the most common Trojan subjects depicted in vase painting ofthe late
sixth century (Shapiro 1989, 46). Peisistratos himself was eager to improve Athens’ link
to

the Trojan War by altering the text of the Odyssey XI.631 to include a reference to

Theseus and Perithoos in the catalogue of the renowned dead, and of Hesiod to

insert a

line about Theseus falling in love with Aigle, daughter ofPanopeus, and leaving Ariadne
on Naxos (Plutarch Solon 10, Theseus 20.2; Shapiro 1989, 148). The amphora may be
part of the drive to provide a stronger connection between Athens and the mythical past.
Also, the scene of Athena’s aid to Perseus on Side A is another way of linking Athens to
myth, as Athena was associated with Athens even in Homer(Homer Iliad 2.549-551).
Let us move on to the fourth black figure vessel from Etruria depicting Athena in
a warlike scene. This vessel is a black figure neck amphora, currently in Tarquinia's
76
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Museo Na/.ionale Tarquiniense, whose provenance is in Tarquinia (Figures 68-69).

Side

A of this \ ase depicts Memnon with two squires on either side of him. He carries a shield
with the de\ ice of a snake and holds two spears. At his feet is a dog. The squires carry
clubs, bows, and swords and arc dressed in chitoniskoi. Although this vase carries no
inscriptions, the two squires bear stereotyped African features, leading scholars to
identify the middle w'arrior as Memnon, who was thought in antiquity to hail from
Aethiopia (Pausanias 1.41.3). Memnon himself is always showm with Greek features and
dress. Side B of the amphora shows Athena in a quadriga, in what appears to be a scene
from the Gigantomachy. Athena, wearing her aegis, rides her chariot toward the right,
mowing down a giant dressed in spotted clothing, the style of garment typically shown

on

Amazons and Persians. The juxtaposition of these two scenes may be a comment on the
victory of Athena’s chosen side, the Greeks, in the Trojan War. Memnon was a powerful
mortal warrior who fought at Troy, but a viewer would see that no mortal could hope to
best Athena’s will or her ability to defeat the giants.

Th

un

Figure 68

Figure 69

37 Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Tarquinia, Museo Nazionale
Tarquiniense: RC2801, ABV\ 392.11.
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Section 2: Vasesfrom Campania, Calabria, and Attica

There were 2 vessels found in Campania; one is our amphora from the University
of Mississippi Museum, and the second is another pseudo-Panathenaic amphora from
Nola, now in the Berlin Antikensammlung.^^ Side A of the Berlin amphora shows Athena
holding a kithara, standing before an altar with a fire (Figure 37). Roosters on columns
enclose the scene on either side. Side B shows a man with a kithara. As we have seen.
this is a standard pattern of decoration on pseudo-Panathenaic amphorae by the
Nikoxenos Painter. The goddess before an altar minoring the action ofthe figure on the
opposite side of the vase appears to be the motifthe Nikoxenos Painter thought was
particularly suited to this shape.
From Locri in Calabria, there are two red figure amphora fragments, both of
which may or may not be from pseudo-Panathenaic amphorae. I have chosen not classify
them with the pseudo-Panathenaic amphorae by the Nikoxenos Painter discussed in
Chapter V because they are too fragmentary to prove sufficiently useful for a comparison
based on shape. The first fragment, now in the Reggio Calabria Museo Nazionale, shows
part of Athena holding her helmet.^^ The second fragment from Locri shows a draped
40

figure playing a kithara; it is difficult to determine whether the figure is male or female.
Based on the extant parts of the images, these fragments bear the standard iconography of
the Nikoxenos Painter’s pseudo-Panathenaic amphorae.
The last piece with a provenance that shows Athena comes from the Athenian
38

Nikoxenos Painter, Amphora of Panathenaic Shape, Red Figure, ca. 525-475 B.C.E., Berlin,
. ^
● x.r
v, ●
39 Antikensammlung; F2161,/1/?K2:221.7.
Nikoxenos Painter, Amphora Fragment, Red Figure, 525-475 B.C.E., Reggio Calabria, Museo Nazionale:
XXXX275110,
1636.3TER.
40
Nikoxenos Painter, Amphora Fragment, Red Figure, 525-475 B.C.E., Reggio Calabria, Museo Nazionale:
XXXX275112,/I/?K2: 1636.29BIS.
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Acropolis, a black figure hydria fragment now in the National Museum at Athens (Figure
41 ^

70).

fhis fragment shows the judgment of Paris, a motif we have seen before in ABF

392.2, the black figure neck amphora in the British Museum (Figure 53). On this hydria
fragment. 1 Icrmes can be seen from the waist up, along with a portion of Hera, who holds
a scepter. Behind Hera, only the arm of Aphrodite is extant. Athena is visible, identifiable
by her helmet and spear, behind Aphrodite.

Figure 70

Section 3: Vases without a Recorded Provenance
Let us briefly consider the vases depicting Athena that do not have a recorded
provenance, 13 of the 27 known vases. These vases do not display any new motits that
have not been discussed above, so they will be described in a more summary manner. We
will maintain our binary classification system of vases showing Athena grouped with
41

Nikoxenos painter, Hydria Fragment, Black Figure, 550-500 B.C.E., Athens, National Museum,
Acropolis Collection: 1,739, ABV\ 393.17.
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Dionysos, Hermes, Herakles, or Apollo, and those showing Athena in warlike scenes, but
we will add one more category, the pseudo-Panathenaic amphorae. The pseudoPanathenaic amphorae depict one figure per side, so they do not fall under the previously
used scheme. They have been described in detail in Chapter V, and the only addition to
the category that will be discussed in this section is a possible pseudo-Panathenaic
amphora fragment.
First, we will consider the vases showing Athena grouped with Dionysos, Hermes,
Herakles, or Apollo. A black figure neck amphora now in a private collection in
Switzerland shows on Side A Dionysos with his kantharos, Athena with a bull at her feet
and carrying a shield with an animal head device, Hermes paired with a goddess, and a
vine springing from behind Dionysos."^^ As a comparison, we may refer back to ABV
392.9, Figures 55-56, the black figure neck amphora in the British Museum. The scenes
on these two vases are nearly identical. Side B of the amphora in the private collection
depicts warriors with lion protome shield devices. The warriors carry clubs and have dogs
at their feet. Another Judgment of Paris occurs on a black figure hydria fragment by the
43

Nikoxenos Painter in the National Museum at Athens.

A third vase in this category is a black figure pelike in a private collection in
44

Amersterdam.

Side A depicts Herakles with the centaur Pholos, and Athena seated

nearby. Side B depicts a komos of three men, one of whom holds a pointed transport
amphora. Ivy springs from behind the right-most one to cover the scene (Figure 71).

42

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500, Switzerland, Private Collection;
XXXX46953.
Nikoxenos Painter, Hydria Fragment, Black Figure, ca. 550-500 B.C.E., Athens, National Museum:
XXXX302938,/15P; 393.2.
44
Nikoxenos Painter, Pelike, Black Figure, ca. 550-500 B.C.E., Amsterdam,Private Collection, ABV:
393.15.
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Figure 71

A fourth vase in this category IS
i a black figure pelike in the Louvre/^ Side A of
this pelike depicts Dionysos and Athena seated with Hermes standing between them. We
may refer back to ABV7>93.\A, Figure 57, the black figure pelike in Bologna for
comparison. On that vase, Athena and Herakles are seated while Dionysos stands
between them, otherwise the scene is the same. Side B of the pelike in the Louvre is
unusual, and we may compare it to a different pelike by the Oipheus Painter in the
National Museum at Athens for a similar composition (Figures 72-73).'^^ The Nikoxenos
Painter’s pelike on Side B depicts a beaided man behind a stall with an overhanging edge

45
46

Nikoxenos Painter, Pelike, Black Figure., ca. 550-500 B.C.E., Paris, Louvre: F376,/ISF: 393.16.
Orpheus Painter, Pelike, Red Figure, ca. 475-425 B.C.E., Athens, National Museum: 1418, ARV2\
1 104.1 1 .
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holding a purse and an oinochoe. Another bearded man faces him and holds his hand over
the stall. Below the overhanging edge of the stall is a large aryballos. Awoman on a stool
on the right, with her right hand on a pelike at her feet, the very shape of the vessel the
painting is on. This scene is one of the few by the Nikoxenos Painter that shows daily

life.

Abb. 26. Pelike des Orphcus-Malers.
Athen, Nationalmuscum 1418

Figure 72

Abb. 27. Pelike des Nikoxenos-Malers. Pans,
Louvre F 376

Figure 73
Now we shall move on to the second category of vases, those showing Athena in a

warlike scene. First, let us examine a black figure neek amphora in the University of
Ghana Museum (Figure

Side A of this vessel shows Herakles, Athena, and

Dionysos in an identical arrangement to that seen on y45F393.14, Figure 57-58, the black
figure pelike in Bologna. On both vessels, Herakles and Athena are

seated on either side

of Dionysos. Side B of the amphora in the University of Ghana Museum depicts a
47

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Legon, University of Ghana
Museum; XXXX302928, ABV\ 392.12.
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Gigantomach\-. as Alhcna rides on her quadriga over a fallen giant, another motif the
Nikoxenos Painter used se\ eral times.

This i
publication

Figure 74
48

Next, let us examine a black figure amphora in the Louvre.(Figures 75-76).
Side A of the Louvre amphora shows Athena fighting in the Gigantomachy. A fallen
giant’s shield device is a panther head, which we have seen the Nikoxenos Painter use
before, although here the panther head is between two birds. Side B depicts a departing
warrior and an archer. The warrior holds a shield with the device of a snake. In his other
hand, the man carries two spears. At his feet is a dog. Vines or a tree branches spring
from behind the two men and wrap around the scene. On either side of the men are two
women who gesture toward them. The composition on Side B of the Louvre amphora is
quite similar to Side A of

392.11, Figure 68, a black figure neck amphora in the

48

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Paris, Louvre; F247, ABV\ 392.4,
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Musco Na/.ieinale Farquinicnse. On that amphora, the central warrior is Memnon
sui rounded b\- squires: on the Lom re amphora the central warrior and archer are
surrounded by two women. On both vessels, an identical dog stands at the feet of the
men.
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Figure 75

Figure 76

copyright. Not for

A final vase to consider in the category of warlike scenes is a black figure neck
49

amphora in the University of Wurzburg’s Martin von Wagner Museum (Figure 77).
Dionysos with maenads is shown on Side A of this vase. The god stands in the center of
the scene holding a kantharos, while vines spring from behind him. One either side of
him, maenads are assaulted by satyrs. Side B shows another Gigantomachy, with Athena
riding her quadriga over a fallen giant carrying a bow.
49

Nikoxenos Painter, Neck Amphora, Black Figure, ca. 550-500 B.C.E., Wurzburg, Martin von Wagner
Museum: L2\\,ABV: 392.8.
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Figure 77

Finally, the last category is that of pseudo-Panathenaic amphorae. All of the
Nikoxenos Painter’s 6 intact pseudo-Panathenaic amphorae have been examined in
Chapter V, however, there is 1 red figure fragment in the Munich Antikensammlungen
that was most likely part of a vessel of that shape (Figure 78).^° Side A of this fragment
shows Athena with the shield device of a chariot box. She is between two Ionic columns
surmounted by palmettes. The top of an altar is just visible on the left. Athena’s pose is
that of Panathenaic Athena, otherwise unseen in the Nikoxenos Painter’s corpus. The
altar, the style of the columns, and the lack of the ton Athenethen athlon inscription
indicate that this is not, however. an official prize amphora. Around Athena’s shield runs
50

Nikoxenos Painter, Amphora Fragment, Red Figure ca 525-475 B.C.E., Munidt, Antikensammlungen;
8728,
221.8.
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the inscriptions nike kale (victory is beautiful). Once again, this recalls the similar style of
the inscription on the Uni\ ersity of Mississippi amphora (Figure 21). Side B shows two
youths. One \ outh carries halteres for jumping, the other has pipes.

This image is under copyright. Not for publication.

Figure 78

One final vase by the Nikoxenos Painter that we

shall consider is a black figure

hydria, previously on the market in Rome, now in an unknown private collection, that
51

does not fit into any of the categories defined so far (Figure 79).

Side A of this vase

in front of her with
shows Athena seated on a stool facing the right. She holds a phiale m
her right hand, and holds an Attic helmet with her right hand. Her spear rests on her
shoulder, and she wears a fillet. Her dress consists of the chiton and himation, with the
chiton having added dots. Athena’s feet rest on a podium, but her chair sits on the groun
At Athena’s feet, on the podium, is a bearded snake with its mouth gaping open. A
woman
woman stands in front of Athena, her feet on the ground not the podium. The
Nikoxenos Painter, Hydria, Black Figure, ca. 550-500 B.C.E., Unknown Private Collection, ABV.
393.20.

86

holds wlial appears lo be an oli\ e branch. Behind the woman grows an olive tree. Before
the woman is a building, shown by a podium with a Doric column and entablature resting
on it. An altar is in I'ront of the woman, directly centered on the Doric column, with a
blazing fire, fhe altar is similar to the altars seen on all of the rest of the Nikoxenos
Painter's \'ascs. but the base of the altar is not as wide as the top. To the right of the altar,
inside the buildinu. is a live bull.

●«

Figure 79
All of the features of this scene very strongly suggest we are looking at a
depiction of a temple of Athena, perhaps the Old Temple of Athena on the Acropolis.
That temple, located on near the present site of the Erechtheon, was of the Doric order, as
87
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revealed by many architectural fragments that have been recovered (Ferrari 2002, 11-35).
There was a sacred snake on the Acropolis that represented Kekrops (tail-face), one ofthe
legendary early kings of Athens. One of the rituals surrounding the Panathenaic Games
was that on the night before the grand procession two young girls, called the arrephoroi,
would descend into passages in the foundations of the Acropolis to offer honey cakes to
the sacred snake (Neils 2001, 61). A sacred snake is recorded to have lived in the
Erechtheon as well (Robertson 1996, 61). Before the sack ofAthens in the Second
Persian War, the sacred snake is reported to have abandoned the Acropolis(Hurwit 1999,
135). We may also recall that the Phidias’ statue ofAthena Parthenos in the Parthenon
had a snake at its feet, although that statue was erected long after the hydria was painted.

Section 4: Athena in the Nikoxenos Painter’s Corpus - Conclusions
It is possible to draw some conclusions based on the distribution ofscenes on the
vases that have a provenance. The categories of Athena with Dionysos, Hermes,
Herakles, or Apollo, and scenes of warlike Athena are distributed at the sites in Etruna.
The pseudo-Panathenaic vessels with a known provenance are from Campania, Calabria,
and Athens. The sample size is too small to make a firm statement about whether this is a
significant pattern. Based on the occurrence of similar trademarks on at least 2 of the
vases pseudo-Panathenaic vases, an alpha kappa and Johnston’ type 12C, and the
EV:A:EV on all the black figure neck amphorae found in Etruria, however, we may posit
that they were imported as batches and that the pseudo-Panathenaics may have been part
of a series produced at roughly the same time.
Further, we can also conclude that the Nikoxenos Painter had a repertoire of
88

schematic scenes that he altered by assigning slightly different identities to the figures.
For example, AB\'392.11 depicting Meninon and his squires is, as mentioned above,
nearly identical to AB\'392.4, showing the departing warrior and archer surrounded by
women. Additionally, the trees and vines that occur almost randomly on some vases, in
the absence of Dionysos or any other figure that would justify the use of vines, indicate
this may also have been a schematic device to fill space on the vases. Ifthe trees are
olive, they may be intended to indicate or symbolize the presence ofAthena, either in
person or in spirit. A comparison of the tree shown in

392.29, Figure 79, which is

almost certainly an olive tree, shows that it is quite similar in appearance to those on the
i
artist’s other vases.
As for Athena herself, the Nikoxenos Painter had two major modes of depicting
her. First, there is Athena with the long, draped chiton and himation, as seen on our vase
in the University of Mississippi Museum,ARV2 221.6. This mode encompasses
depictions in both black figure and red figure. The second manner of depicting Athena
may be seen in the red figure hydria in the British Museum,

222.19. This manner

of representation, showing Athena in a columnar peplos with her aegis fully visible, is
less well-attested in the painter’s corpus.
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CONCLUSION

The University of Mississippi Museum’s pseudo-Panathenaic amphora by the
Nikoxenos Painter provides a valuable perspective on several overlooked areas in the
study of Greek vase painting. First, artists such as the Nikoxenos Painter are able to offer
an intimate insight into Athenian society when we take a close look at what they depict in
their painting. Second, the study of a relatively unusual vase type such as this gives a
fresh look at what was appealing at a particular point in the development ofAthenian
society. Finally, the reorganization of standard and non-standard Panathenaic iconography
on this vase, and on other pseudo-Panathenaic amphorae, can help shed new light on the
relationship of the viewer to the Panathenaic Festival and its themes. This vase, if its
ii

iconography is intended to have any link to its shape, suggests a connection between a
victorious/sacrificing Athena and the Festival. The viewer could see himself and his own
actions mirrored in Athena, and reflect on the relationship of his status as a citizen to hers
as Athena Polias, goddess of the city.
Panathenaic amphorae and pseudo-Panathenaic amphorae are also able to offer an
interesting glimpse into the trade of ceramics, which Athens dominated in the later sixth
and fifth centuries B.C.E, By examining the provenance ofthese vases, along with their
graffiti, it is possible to attempt to reconstruct the trade routes and commercial processes
that resulted in their widespread dispersal across the Mediterranean. Tracing the
dissemination of the Panathenaic shape is another useful tool for understanding the
90
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contact Athenians developed with the rest of the Greek world and with a variety of
locations in Italy, both in Magna Graecia and in Etruria.
In addition, we should be mindful that there was a parallel demand for official
prize amphorae and for amphorae of Panathenaic shape. The Nikoxenos Painter, who
produced no known official prize amphorae of his own,catered to the demand for
pseudo-Panathenaic amphorae. These vessels, often found in Etruscan tombs and in other
contexts around the Mediterranean, were quite popular. Although we know that our
amphora was found in Capua, we cannot be positive whether it was produced for an
Athenian, Etruscan, or Western Greek market, all of which demanded pseudoPanathenaic amphorae, as we have seen. Official prize amphorae were, however,
produced by the Eucharides Painter, Nikoxenos Painter’s pupil. In this shift, we can how
workshops were able to suit their production to demand, domestic or foreign.
Looking at the pseudo-Panathenaic amphorae by the Nikoxenos Painter, we may
conclude that they were likely produced as part of a series. The similarity of their flgural
scenes is strong indication that the painter was producing a series of pots that had a
predefined iconographical scheme: a god or goddess sacrificing

on one side, mirrored on

the opposite side either by worshippers sacrificing or by another scene of a god or
goddess. The Eucharides Painter, the artist’s pupil, painted amphorae of Panathenaic
shape with the same type of iconography, an indication of the continuation of a style. The
2 pseudo-Panathenaic amphorae by the Nikoxenos Painter with a known provenance both
come from Campania, 1 from Capua, 1 from Nola, strengthening the hypothesis.
Furthermore, at least 2 of the vases have similar trademarks indicating they may have
been shipped by the same merchant.
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It is not just the pseudo-Panathenaic amphorae that have similar motifs, however.
Throughout Chapter VI we saw repeatedly that the Nikoxenos Painter favored using
Athena in certain scenes over and over. These include the scenes of sacrifice seen on the
pseudo-Panathenaic amphorae, the Judgment of Paris, the Gigantomachy, processions
with other gods, scenes of Mount Olympos, and aiding/observing warriors as they arm.
Various schematic compositions are app2irent as well, and we may conclude that the
Nikoxenos Painter altered a small number of predetermined scenes in order to vary his
production.
We should also be mindful of the personal histories of objects, as they may reveal
a great deal about the cultural contexts through which the vase passed during its centunes
of existence. From its production in Athens, its journey to Italy and likely burial in a
tomb, and its recovery in the nineteenth century and subsequent purchase for a

museum.

the vase tells the story of the modem world’s relationship to antiquity. The shift from the
private collection of an aristocrat, to the collection of a classicist, to its place in a museum
displays how artifacts have become part of the cultural patrimony of nations instead of
aesthetic objects to be seen only by a collector.
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